Exploring ‘The House At Pooh Corner’ trough Stylistics and New Criticism Analysis by Fonteyne, Arre et al.
1 
 
Exploring ‘The House At Pooh Corner’ trough 
Stylistics and New Criticism Analysis 
 
 
 
 
 
 
 
By: 
Arre Fonteyne, Elisa Cocco, Maria Dreyer, Miriam Shabeer, 
Izabella Majchrzak, and Szabina Zsoldos 
 
Supervisor: Anne Fabricius  
RUC: Spring Semester 2016  
Number of Characters: 127,714  
Illustration by: Ernest H. Shepard   
2 
Abstract 
This project employs a Stylistic and New Criticism analysis in order to better understand the last 
chapter of A. A. Milne’s The House At Pooh Corner. Aspects of Child Orientated Criticism are also 
used to further the discussion of the findings. The combination of the two methods of analysis 
allowed for the examination of the style of language that is used as well as the themes and plot line 
presented in the text. Through textual analysis it can be determined, that the two approaches used 
in the text complete rather than contradict each other in the overall meaning-making process, as 
they do not differ in their chief preferences in general. Furthermore the use of Stylistics showed 
that Milne’s employs language in a way that makes the text favourable to be read out loud to 
children by adults. While New Criticism allowed for navigation of the various complexities found in 
the text. Lastly Child Orientated Criticism shows that the text can act as a shared place of Childness 
for both adults and children. 
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1.0 Introduction 
The aim of this project is to investigate the writings of A. A. Milne using the approaches of Stylistics 
and New Criticism as a framework for examining the text through different methods of understand-
ing. In order to do so we will be analysing the final chapter in A. A. Milne’s 1928 book, The House At 
Pooh Corner, entitled ‘In which Christopher Robin and Pooh come to an Enchanted Place, and We 
Leave Them There’ (referred to as ‘the chapter’ throughout the paper). We have chosen this 
specific chapter because it marks the end of A. A. Milne’s writings about his famous tales from the 
Hundred Acre Wood and partly because the chapter nicely represents many of the elements of 
Milne’s writing style that we want to investigate. 
We will be introducing the two approaches and conducting two different analyses by applying the 
different methods on the text. In general Stylistics delves into dealing with ways of shaping the 
language of different expressions that analyses the text in terms of purpose, usefulness, and 
appropriateness of the resources used in language. New Criticism has the primary objective to 
examine the text of a literary work, its structure, and texture. Furthermore, a reflection on the text 
and the two analyses using the attitude of Children Orientated Criticism will be made in order to 
see beyond the text and consider the mind and meaning-making of the reader. 
We will reflect on and discuss what the two theories bring to the analysis, differences as well as 
similarities, and how the two approaches can complement each other when doing textual analysis. 
We will also examine if using two different approaches causes possible complications or contradic-
tions in the examination of the text. 
Concluding we will reflect on the analysis and interpretation of the text as achieved through the 
two approaches as well as discussing if using a different theoretical approach had been more 
beneficial in the examination of the text. We will also reflect on the limitations of this project and 
give examples for further investigation within the subject. 
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1.1 Motivation 
Our initial motivation was to discover what messages children`s literature can carry and what those 
messages can teach, both for its primary audience and for adults. This aim led us to the choice of 
examining one of A. A. Milne’s writings about Winnie-the-Pooh as we believe that his stories can 
speak to both adults and children. His stories are full of lyricism and are about the adventures of 
Christopher Robin and his friends (who are animal plush toys) in the Hundred Acre Wood. In the 
stories the animals are endowed with human traits and appear very naive, but also present a 
seemingly philosophical approach to life. 
From an academic point of view we wished to focus on how the messages of the story can be 
explored through the application of an analytical method that is closely connected to language in 
general. Therefore, we decided to apply the methods of Stylistic analysis. We felt that this field of 
study could acquaint us with several aspects of language and that the method of analysis would 
help us explore the centre of our research interest: the details at the core of the composed work. 
As our project progressed we wished to extend the objectives of the paper and include a second 
analytical approach that focused on the more literary aspects of the text. We thus added New 
Criticism to our theoretical research, hoping to arrive at a more refined and complete interpreta-
tion and understanding of the text. As the objectives changed our motivations extended to include 
exploring the differences and similarities between the two different methods of analysis. Our 
further aims were to discover how these two approaches complement each other, in order to find 
out what one method of analysis can provide that the other cannot and if the two methods can 
coexist. 
Lastly we chose to incorporate the attitude of Child Orientated Criticism in the hopes of broadening 
our perspective and cultivating the ability to discuss. We also wished to explore how the different 
interpretations of the text might have played a role in arriving at our conclusions. With this in mind 
we wished to move away from the textual context and create space for more critical and philo-
sophical ways of thinking about our paper in reflection. 
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1.2 Problem Definition 
How can the last chapter of A. A. Milne’s The House At Pooh Corner be understood through a 
Stylistic analysis and a New Criticism analysis and what can the two approaches show about the 
text? 
- In what ways do the approaches differ and what do they bring to the analysis? 
- How does A. A. Milne’s writing style shape the text and does it imply that there is a preferred 
      way of reading it? 
 
1.3 Method 
The chosen theories fulfil the specific methodological function for conducting a textual analysis. 
This combination was created with the aim of investigating whether analysing a text stylistically can 
help connect the discovered notions of the language to the literary analysis in order to gain a 
clearer and broader perspective of the different aspects of the story. 
Therefore, in our theoretical chapter, the project is going to concern itself with introducing the 
methods of Stylistics, New Criticism, and the attitude Child Orientated Criticism. The introduced 
aspects of the two methods will provide the framework and the fundamental elements that are 
taken into account in the analysis of the text, while Child Orientated Criticism provides a unique 
lens of looking at the child as the reader. Our overall method of textual analysis will be to use the 
theories to ascertain what each of them can imply about the text’s Stylistics attribution and about 
its semantic meaning. 
Additionally, we felt the need to acknowledge that an account of any literary analysis would 
inevitably contain objective and subjective observations. However, with the method of qualitative 
research one is allowed to give a more complex and personal description of the text analysed.  This 
exact strength of qualitative research let us include subjective opinions, beliefs, and emotions 
when analysing. Because of this, our literary analysis might include subjective observation on the 
plot, the characters, symbolism, and hidden meanings in the text. While we strive to maintain an 
objective standpoint in the analysis and interpretation of the text, we believe that it is impossible 
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to conduct a reflection of the text that is completely unbiased. Furthermore, without these subjec-
tive reflections we would not have been able to deepen our understanding of the text to the same 
degree. 
This kind of qualitative research also helped to produce results which were not determined in 
advance and which can be collected in a textual-like form instead of a numerical one (Mack, 
Woodsong, MacQueen, Guest and Namey 1-2). Since we have decided to work with only one 
chapter and not collect data from the rest of the book or other books to compare, we were not 
able to provide statistical conclusions on a general picture. Instead, we will draw conclusions from 
our findings in the analysis of the chosen chapter. 
 
1.4 A. A. Milne 
Alexander Alan Milne (1882-1956) was an English author and playwright. While he wrote a great 
deal of literature in his lifetime, he is best known for his contribution to children’s literature (A. A. 
Milne bio., web). Some of his notable works include collections of children's poems such as When 
we were very young (1924) and Now we are six (1927) and his famous tales of the lovable teddy 
bear Winnie-the-Pooh in the novels Winnie-the-Pooh (1926) and The House at Pooh Corner (1928), 
all illustrated by the English artist Ernest H. Shepard (1879-1976). The novels follow the adventures 
of Christopher Robin, Winnie-the-Pooh, and their many friends in The Hundred Acre Wood. Milne’s 
inspiration for the creation of these characters came from his own son and his stuffed animals (A. 
A. Milne bio., web). While there is some chronology in the novels they are mostly written in episod-
ic format, the plot of each chapter following its own independent story arch.  
While the stories about Winnie-the-Pooh were already quite famous they would find even greater 
fame when Walt Disney got his hands on them in 1961 and created the Winnie the Pooh franchise 
that was inspired by Milne’s original stories (Just-Pooh, web). 
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2.0 Theories 
In this chapter we will introduce the fundamental points that will serve as the core methodology of 
our analysis and reflection. Firstly we will introduce selected theoretical aspects of Stylistics includ-
ing Cognitive Stylistics, grammar, Narrative Stylistics, and foregrounding as well as an introduction 
to discourse and context, representing speech and thought, and rhythm and metre. In general the 
focus and the purpose of these aspects will be explained in order to establish the way in which we 
wish to arrive at an interpretation of the text. The introduction to Stylistics will be followed by an 
introduction of New Criticism and Child Orientated Criticism. 
 
2.1 Stylistics 
The academic discipline of Stylistics is an invention of the twentieth-century (Brandford 3). It is a 
field within linguistics that has the purpose of defining how a certain text possesses a certain 
meaning, and how readers get to that meaning (Jeffries & McIntyre 1). In order to explain the 
purpose of this discipline further, it might be necessary to have a small insight in its predecessor: 
rhetoric (Brandford 3). 
Rhetoric is the art of speaking and persuading, that was first conceived and used during the Ancient 
Greek Society (Brandford 3). The art or discipline of rhetoric is about finding and constructing the 
right kind of text or discourse in order to persuade a group of people; this discipline was in fact 
mostly used by the politicians when they had their speeches in front of the population. The atten-
tion of rhetoric was on language and the case is the same nowadays with Stylistics (Simpson 3; ed 
2). 
Both rhetoric and Stylistics look at the best possible usage of language. The first specifically has the 
aim to persuade people, the second, might still be used to persuade, but it is mostly beneficial to 
the creativeness and enrichment of the writer’s style. 
“Stylistics is a method of textual interpretation in which primacy of place is assigned to language” 
(Simpson 2; ed 2). Stylistics is all about exploring the creativity that is used in the language and this 
quote states, namely, the importance of language when working stylistically. This is due to the 
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different forms, patterns, and levels of language that make the linguistic structure in the text an 
important part of its function (Simpson 2; ed 2). 
In other words: Stylistics is all about the language and about the ways it is used. It is the study of 
literary style from a linguistic point of view, focussing on the structures and resources that make up 
a particular literary style. By researching with this method, a great amount of knowledge on the 
written language can be given which can show us what impact language has on the message in the 
story. 
 
2.1.1 Cognitive Stylistics 
With the development of modern Stylistics, the interpretation of literary texts changed from being 
extremely focused on how ideas, dialogues, discourses, and social interaction become written text, 
to how the style of a text influences the act of reading (Simpson 38). This aspect of Stylistics is 
called ‘Cognitive Stylistics’, and it is intended to supplement other methods of analysis to make 
connections between the human mind and the process of reading explicitly. Cognitive stylisticians 
have argued that literary discourse is better conceptualised as a way of reading than a way of 
writing (Simpson 39). When writing a text most of the attention should go on the way things and 
situations are described in order for the reader to get the exact picture that the writer was trying to 
express by words. If a certain picture in a text is not described in the right way by the writer, the 
reader is therefore going to interpret the text in a different way than the preferred one (Simpson 
39). 
In order for the writer to create the wanted picture in the reader’s head, Cognitive stylisticians 
have theorised the “Idealised Cognitive Model”. In this model there are some factors which are of 
extreme importance in order for the reading process to succeed in terms of grasping the author’s 
original message. Other than that, the writer also needs to consider that each person has a person-
al experience and vision of most of the things and facts described in the text, consequently it is 
impossible for the readers to get all the same mental picture and interpretation of the written 
discourse. 
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The aim of this short introduction on Cognitive Stylistic was to make clear how we, the readers, are 
going to “personally react” to the written text. Even if we want to keep the Stylistics analysis as 
objective as possible we will still get some mental pictures which will be influenced both by the way 
the author stylised his text and by our personal experiences. Also, as mentioned in the method 
chapter, the method used in this project is a qualitative method, so we take in consideration our 
thoughts and feelings as readers, regarding the chapter analysed. 
 
2.1.2 Grammar  
“We try to look at the organism from a certain point of view in order to build up a full understand-
ing of it from understanding of its components. But those components do all kinds of things; and 
what their function is depends on what you happen to be interested in.” (Chomsky & McGilvray 11) 
We interpret the above quote as a way of showing the position of grammar by drawing a parallel 
between understanding organisms and language. It also makes the implication that the meaning of 
the term ‘language’ depends on the context in which it is manifested and on the interest of the 
external observer(s) of this manifestation. Therefore, it is indispensable to clarify these two factors, 
thus narrowing the viewpoint on language that is taken in this paper. The primary context within 
which we are investigating language is written texts. In this context, our approach to language is 
fundamentally scientific, meaning that we are focusing on fields that are related to the field of 
linguistics. On the other hand, we will also relate to language from a semantic and subjective point 
of view, this approach will mainly be dominant in our analysis. 
In this chapter, the specific linguistic field will be constrained to grammatical structures, compo-
nents, and functions of language. Our interest will revolve around what a grammatical approach to 
a text can tell us about its style and what that specific style can tell us about the interpretation of 
the text. In order to investigate these elements in our analysis, we will use this approach to take 
language elements under account and show what they can tell us about the style and the meaning 
of the text. 
We will not be introducing basic grammatical definitions here - such as adjectives, nouns, or 
phrases - rather we will show our understanding of these terms through the correct usage of 
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grammatical terminology. What we will introduce here is the chosen method of applying grammat-
ical analysis and our reasoning for this choice.  
In short, we will conduct our analysis by examining language at clause level as we agree with 
Simpson that it is a reasonable entering point for a stylistic analysis as “The clause is [...] the site of 
several important functions in language: it provides tense; it distinguishes between positive or 
negative polarity; it provides the core or ‘nub’ of a proposition in language; and it is where infor-
mation about grammatical ‘mood’ (about whether a clause is declarative, interrogative or impera-
tive) is situated.” (Simpson 10). Therefore we are entitled to introduce the concept of clause and 
the factors we will look at in greater detail. 
According to Simpson we can distinguish between complex, compound, and simple clause-
complexes - in other words sentences - all of which have different functions regarding the stylistic 
effects of a text (Simpson 60). Regarding simple sentences generally, “[...] one of [its] stylistic 
functions [...] is often to engender a frenetic or fast-paced feel to a passage of description.” (Simp-
son 60). However, as Simpson mentions only one of the stylistic functions, we felt the need to 
elaborate on other possible functions which will be shown by using our discoveries deriving from 
our analysis. 
Connecting two simple sentences - or in other words, two or more clauses that are equal to each 
other - with a coordinating conjunction creates a compound sentence. The relationships estab-
lished by this connection can be categorised as symmetrical or asymmetrical depending on the 
conjunction inserted between the two clauses. Concerning compound sentences, Simpson draws 
our attention to the ways in which symmetrical compound sentences can function specifically in 
children’s literature. He says “Compound sentences can perform a variety of functions, and the 
symmetrical nature of the connection between their units makes them a favoured style in material 
designed for junior readers.” (Simpson 61). 
As there are not many complex sentences in our text, we will attempt to attribute specific functions 
to them that are derived directly from the context of our story, as it became evident that when one 
starts relating the sentences to the linguistic and semantic contexts in which they occur, a more 
specific interpretation could evolve. Besides identifying clause complexes, the following aspects will 
be investigated: sentence types - declarative, interrogative, exclamative, and imperative - gram-
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matical irregularities - fragmentary sentences and ellipsis - as well as positive and negative polarity. 
The studies of these aspects will then be related to a stylistic and a semantic interpretation of the 
text.  
 
2.1.3 Narrative Stylistics 
Narrative Stylistics concerns the manner in which the text is composed by connecting clauses 
(Simpson 18). A story can consist of only a few words and still be able to tell the significance of the 
plot, but that can also leave the story rather uninteresting and fairly discouraging. With that being 
said, instances can occur where the intent of the text is to produce some form of wonder in the 
reader’s mind. With this it is meant that the stylistic elements in a text are important in order to 
create a certain flow, but they can also be intentionally left out in order to give it a different flow. If 
the case is that there is no intentional purpose of leaving out central stylistic factors, the narrative 
may come out being somewhat dull. Fulfilling the minimum criterion of a story also leaves out 
some important elements that are valuable in delivering a successful narrative (Simpson 19). The 
reader might want to know more about the context that was left out; as an example we can say a 
text that fulfils the minimum criteria by connecting clauses and lacking in the Narrative Stylistics 
could look like this: They were playing and it happened and they stopped and went inside. However 
short it might be, the text connects clauses and can therefore be called a story. It does leave out 
some rather important aspects though, such as where they were playing, what they were playing, 
what happened, why they went inside, and much more. All these crucial questions are not an-
swered in that text and can have the effect on the reader that it is quite meaningless, which rarely 
is the intention of a story. This shows the importance of Narrative Stylistics with the intention of 
doing so much more than just connecting clauses. 
When one is to look at a text, the writing style is the first thing that makes the text well distinguish-
able from any other kind of written production. William Labov, whose study is descripted in the 
book Stylistics, A Resource Book for Students (2004), talks about how the elements of Narrative 
Stylistics requires development, elaboration, and embellishment in order to make it unique. When 
a story is told, Stylistics adds so much to what would otherwise only be the skeleton of the plot, 
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which would simply give the essential information without adding anything to the narrative (Simp-
son 19). 
Simpson introduces three basic principles of analysing a text stylistically; rigorous, retrievable, and 
replicable (Simpson 4; ed 2). It requires that the analytical procedure must be transparent and built 
on principles that everyone can follow. “Rigorous means that it should be based on an explicit 
framework […]” (Simpson 4; ed 2), that is, a specific structure on how to analyse a text stylistically 
must be followed. “Retrievable means that the analysis is organised through explicit terms and 
criteria […]” (Simpson 4; ed 2). The concept of retrievability within Stylistics means that the conclu-
sion of the analysis can be traced back from an outside point of view. In a stylistic analysis one is 
expected to use and explain terminology and methods used during the analysis in a way that it “[…] 
enables other stylisticians to follow the pathway adopted in an analysis, to test the categories used 
and to see how the analysis reached its conclusion; to retrieve, in other words, the stylistic method.” 
(Simpson 4; ed 2). “Replicable does not mean that we should all try to copy each other's’ work […]” 
(Simpson 4; ed 2), but that the analysis conducted within a certain study can be applied to the 
same (or other) texts, and it would still arrive at the same conclusion in the end. 
A model of stylistic analysis, focusing exclusively on narration, can be illustrated like this: 
(Simpson 20) 
This model explains in steps how an analysis that orbits around the centre of narration is to take 
place (Simpson 20).  The first step is looking at the ‘PLOT’ meaning the overall abstracted story that 
takes place in the narrative and the most important factors in the narrative. Thereafter comes the 
‘DISCOURSE’ which refers to what range the plot is shown, flashbacks or prevision for example. The 
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last set includes basic units that each offer a useful set of pinpoints into what forms of stylistic 
elements make the narrative discourse (Simpson 20). These units are: textual medium; sociolinguis-
tic code; characterisation 1: actions and events; characterisation 2: points of view; textual struc-
ture; and intertextuality. 
The textual medium concerns in what way the story is told or as Simpson describes it “[...] the 
physical channel through which a story is narrated.” (Simpson 20), whether it is through a movie, a 
novel, or an article of some kind and so forth. When a story is being told from a certain ‘physical 
channel’, or media, it attains a specific purpose. If the media is a book, then the purpose is to tell a 
story. Whereas, if it is an article the purpose is to deliver a piece of information. By determining the 
media or ‘the physical channel’ one can guess at what purpose the text may have to offer the 
reader.  
Thereafter the sociolinguistic code comes which entails the cultural, historical, and linguistic setting 
in which the specific story is told (Simpson 21). In other words it refers to a specific sociocultural 
context by possessing a certain language or referencing to a specific historical event and thereby 
locating the narrative in a certain time and place (Simpson 21). 
The next two domains are characterisations. The first characterisation is of actions and events. This 
deals with the manner in which the characters of the story relate to the actions and events that 
occurs, such as what they are “[...] doing, thinking and saying [...]” (Simpson 21). The next charac-
terisation is about point of view. This deals with the manner of narration and a character’s or 
narrator’s point of view (Simpson 21). The manner of narration indicates in what “person” the story 
is narrated, whether it is a first, second, or third person narration. The point of view shows from 
what perspective the story is being told, if it is from a certain character in the story, from an omnis-
cient narrator, or a mix of both. These two points of characterisations give a deeper insight to the 
characters of a story, in certain areas they may overlap, but they each investigate something 
different which means that they will have different conclusions on the same story. 
The element of textual structure deals with describing the manner of how the individual narrative 
units are organized in a story (Simpson 21). It illustrates the roles the characters and narrator(s) 
play in the story and how that is shown. 
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The last element deals with intertextuality, which concerns the ‘technique of allusion’ (Simpson 
21). By making an illusion it creates a form of interrelationship with images or with other texts, 
where references to other fictional creations outside the text can occur, either as implicit intertex-
tuality or as explicit intertextuality (Simpson 21). In certain aspects this element may overlap the 
sociolinguistic code although the difference consists of the sociolinguistic code bringing in external 
texts, whereas intertextuality focuses on the variety or varieties of language within the narrative 
(Simpson 21). Within the Winnie-the-Pooh text we have decided to analyse the aspect of intertex-
tuality that is not seen. 
All of these elements take the narrative discourse of one story in a certain direction. In our project 
we would like to show how these directions can be seen in the chapter, and what effect that has in 
understanding the story in a specific manner. 
 
2.1.4 Foregrounding 
An addition to these various directions that can lead the stylistic analysis into a certain aspect, 
there is also another term called foregrounding. Foregrounding can occur either by deviation or 
parallelism. This term is rather crucial when analysing stylistically, if one wants to obtain a full 
picture of the style the text makes use of. The term foregrounding refers to places in the text that 
‘stand out’, something that comes as a surprise (Jeffries & McIntyre 31). Basically foregrounding 
suggests that in a text some words, sounds, phrases, or clauses may have been written in such a 
way that makes it different as to what is perceived as the norm of that sound or word or phrase 
and so forth. This then makes it more prominent compared to the rest of the text (Jeffries & 
McIntyre 31). This foregrounding is achieved either by deviation or parallelism as mentioned 
previously; deviation is the occurrences of irregularity within language and concludes in fore-
grounding based on that irregularity being surprising to the reader. Deviation can be divided into 
two sections, external and internal; the external deviation refers to abnormalities within the 
grammar, whereas the internal deviation refers to change within the norms of the text (Jeffries & 
McIntyre 32). Deviation is about the unexpected irregularity. In contrast, parallelism is the unex-
pected regularity in the sense that it arrives out of repeated structure; one is to look at the lines 
and see what is recurring and, specifically, in what manner (Jeffries & McIntyre 32). 
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2.1.5 Discourse and Context  
When an author expresses thoughts through a character’s discourse, it considers that discourses 
are a form of language naturally occurring in social contexts of everyday life (Simpson 35; ed 2). 
Thus, every person reading a piece of written work that includes a discourse or dialogue, should be 
able to imagine that scene in a natural way. The concept of ‘literary speech situation’ (Simpson 34) 
can be referring to the situation in which the story itself is communicating with the reader when 
interaction between two or more characters takes place in the story. 
Whenever one is to write or analyse a dialogue or discourse it is important to focus on the context; 
this notion can be divided in three basic categories: physical, personal, and Cognitive. Physical 
context refers to the actual setting where the interaction takes place, in face to face conversation, 
speaker and hearer share the same physical context, so for instance in telephone talk they usually 
do not (Simpson 36; ed 2). Personal context deals with the social relation of the speaker and 
hearer, the social distance and relative status (Simpson 36; ed 2). The Cognitive context is about 
the knowledge shared by the participants of the conversation which usually changes as the interac-
tion goes on (Simpson 37; ed 2). 
 
2.1.6 Representing Speech and Thought 
In order to build a solid base for the stylistic interpretation of a text, it is important to step back 
from the plot and to start looking at the language used by the author (Simpson 57; ed 2). The style 
used by an author is the way through a certain thought is being represented in a written text. To 
discuss what a text means or how a text means can be extremely difficult and it is important to 
remember that each sentence is always communicating something to its reader (Simpson 60; ed 2). 
The style of a text is always a choice, which means that when language is used to represent the 
happenings of a physical or abstract world in one certain way instead of another, it is most likely to 
fulfill the experiential function of the reader (Simpson 22; ed 2). “Choices in style are motivated, 
even if unconsciously, and these choices have a profound impact on the way texts are structured 
and interpreted” (Simpson 22; ed 2). 
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There are many techniques of reporting speech and thoughts. One way of representing speech is 
the use of Direct and Indirect Speech. The differences can be observed in these two examples: 
“She said "I’ll come tomorrow." (Direct Speech)” 
“She said that she would go there the following day. (Indirect Speech)” (Simpson 32; ed 2) 
A way of representing thoughts is similar to the ways of representing speech. Here, we distinguish 
between Direct and Indirect Thought. The differences can be observed in the following examples: 
“He wondered "Does she still love me?" (Direct Thought)” 
“He wondered if she still loved him. (Indirect Thought)” (Simpson 33; ed 2) 
Another category is concerned with the ways speech and thought are represented exclusively in 
the narration.  In this category we distinguish between Narrative Report of Speech and Narrative 
Report of Thought. In both acts of Narrative Report the author does not give any indication of the 
actual words spoken or ideas thought by the subject of the sentence (Simpson 34; ed 2). Two 
examples can be: 
“She spoke of their plans for the day ahead. (Narrative Report of Speech) 
He wondered about her love for him. (Narrative Report of Thought)” (Simpson 34; ed 2) 
With both acts of Narrative Report it is possible to summarise entire sections of speech and 
thought, while the narration of Indirect and Direct acts reveal the exact dialogue or thought to the 
reader (Simpson 32-33; ed 2). 
 
2.1.7 Rhythm and Metre 
Rhythm and metre are core features in sound patterning, which are crucial to interpretation of 
poetry and its structure. 
Metre is the study of the construction of the rhythmic verses. Basic knowledge of classical meter 
allows us to understand and appreciate the beauty of the poetry, not only based on the rhymes, 
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but also on a rhythmic pattern. The patterning should be repeated with that repetition creating 
rhythm. Rhythm is a pulse that occurs repeatedly at a regular time (Simpson 15). 
Metre transcends the lexico-grammatical structure (Simpson 16). Rhythm on the other hand 
provides an extra layer of meaning because metrical boundaries does not have a high regard of 
word boundaries. The extra layer can either heighten the lexico-grammatical structure or break it 
and fragment it (Simpson 16). The fragmentation happens with the help of, amongst others, the 
elements of foot and verse. 
 
2.1.7.1 Foot and Verse 
The basic rhythmic unit in a verse is called foot. Each verse is built of several feet. New verse means 
a return to the repetitive sequence of feet. The foot consists of several syllables which can either 
be strong (s) or weak (w). Feet have different names depending on the number of syllables, the 
sequence and their length (Simpson 15). Examples of metrical feet: 
·        Anapest consists of two unstressed syllables and one stressed: duh-duh-DUH as in of course 
·         Dactyl consists of one stressed syllable and two unstressed: DUH-duh-duh as in honestly 
·         Iamb consists of one unstressed and one stressed syllable: duh-DUH as in collapse 
·         Troche consists of one stressed and one unstressed syllable: DUH-duh as in pizza 
There is a possibility of putting together certain repetitions of these feet in order to build a line of 
verse (Simpson 16). Examples of repetitions: 
·         1foot: Monometer 
·         2feet: Diameter 
·         3feet: Trimeter 
·         4feet: Tetrameter 
·         5feet: Pentameter 
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·         6feet: Hexameter 
Offbeat is an unstressed syllable and is normally placed at the start or at the end of the line in a 
verse. 
There are exceptions though; poems where the construction is not based on the number of sylla-
bles, feet, and other harmonies accented in a verse (Simpson 18). The length of verses in the poem 
is not necessarily analogous to each other and is not specified by any rules. However, the rhymes 
can occur. The issue with the metric system, according to Simpson, is that it is not an exact science 
because of different kinds of accentuation during reading of the poem, “Basically, while conven-
tional phrasing dictates certain types of metrical scheme, readers of poetry have a fair amount of 
choice about exactly how and where to inflect a line of verse.” (Simpson 17). Basically, the reader 
has a choice of how to read a poem. 
 
2.2 New Criticism 
New Criticism was a prominent 20th century literary criticism. It is characterised by focusing more 
on a close reading of a text and dismissing the influence of any external factors. The main elements 
of New Criticism were in large derived from I. A. Richards’ works Principles of Literary Criticism 
(1924) and Practical Criticism (1929) and critical essays written by T. S. Eliot (Abrams & Harpham 
216). The literary criticism was finally unified under one name with John Crowe Ransom’s publica-
tion The New Criticism from 1941 (Das 24). When the criticism first came out it opposed the pre-
vailing interests of the academic community with their focus on the source and sociocultural 
historical background of a text (Das 24), and instead placed importance on analyzing the text as a 
separate and independent entity (Abrams & Harpham 216). New Criticism would eventually be-
come the principal way of teaching literature in American colleges and high schools from the late 
1930s onwards and remained as the most prominent theory used till the late 1960s (Abrams & 
Harpham 216). As New Criticism places a great emphasis on closely analysing a text it works best 
with shorter texts like short stories, poems, or individual chapters of a novel. 
The first and most defining aspect of New Criticism is a close reading of the text. As Abrams and 
Harpham put it close reading is “[...] the detailed analysis of the complex interrelationships and 
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ambiguities of the verbal and figurative components within a work [...]” (Abrams & Harpham 217). 
Close reading was derived from the French schools who had been teaching literature using ‘explica-
tion de text’ which stressed that the relevance of all kinds of information, both external and inter-
nal, were important to the understanding of a word or a passage (Abrams & Harpham 217). The 
reason New Criticism place such an importance on close reading is that they believe that the 
literary work is an autonomous and self-sufficient object and meaning can only be found within the 
text itself (Das 24). Therefore New Criticism try to stay away from aspects such as the personal 
response of the reader, the biography of the author, the intention of the author, and any historical, 
cultural, and social conditions that the text was written, as they believe that those aspects do not 
yield any information that can be used in analysing a text (Tyson 153). 
New Critics believe that literature is a special kind of language that differs from ordinary everyday 
and scientific language. As Cleanth Brooks says “[...] tendency of science is necessarily to stabilize 
terms, to freeze them into strict denotations, the poet’s tendency is by contrast disruptive. The 
terms are continually modifying each other and thus violating their dictionary meanings.” (Das 25). 
Therefore the language of literature and science are in opposition, scientific language is set in its 
definitions and doesn’t cross its denotative meaning. On the other hand there are instances of 
language in literature where one word can have many meanings. Therefore literary language “[...] 
Organizes linguistic resources into a special arrangement, a complex unity, to create an aesthetic 
experience, a world of its own.” (Tyson 138). This aesthetic experience Tyson argues plays an 
integral part of the text as it is inseparable from the content and meaning of a text. The interplay 
between the form and meaning working together create what the New Critics call the ‘Organic 
Unity’, how all the working parts of the text come together to create an inseparable whole (Tyson 
138). This ‘Organic Unity’ is how New Critics judge the overall quality of a text. If a text has it, its 
formal elements come together to create the theme, meaning and complexity within the text 
(Abrams & Harpham 217).  If the text does lack Organic Unity, these elements do not come togeth-
er and the text does not work. 
In New Criticism complexity and meaning in a text is created by closely looking at the following 
elements: irony, paradoxes, tensions, and obtaining interpretation of the text from these (Fry 78-
79). If a text has ‘Organic Unity’ all of these elements come together and are either resolved or 
harmonized by their shared influence on the theme of the text (Tyson 141). The theme of the text 
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is further established by taking a closer look at the formal elements found within a text. These 
formal elements found within a text are literary aspects like images, symbols, metaphors, similes, 
words, setting, and characterisation (Tyson 141, 150; Abrams & Harpham 217). 
As New Criticism treats the text as an independent entity with its own unique meaning, New Critics 
believed that it was possible to arrive at a single best interpretation of the text. This interpretation 
of the text would best explain the meaning behind the text and how the meaning is created in the 
text (Tyson 149). Even though New Critics believed in this, they very rarely agreed with each other 
about the actual meaning behind texts (Tyson 148). 
The theoretical approach of New Criticism puts forth a specific way of interpreting a text by looking 
only at internal evidence and details found within the text and disregarding any external circum-
stances and factors. 
 
2.3 Child Orientated Criticism 
It should be noted that Child Orientated Criticism does not have a systematic methodology to it, 
rather it is more of a position or attitude for approaching a text. The reason we have decided to 
include Child Orientated Criticism is to further develop and to gain a greater understanding of the 
text in the discussion section. The essence of Child Orientated Criticism is to be aware that chil-
dren’s literature is initially meant to be read by children and that their views of the text will greatly 
differ from those adults might hold. We have chosen to use the ideas put forth in Children's Litera-
ture Studies: a research handbook (2011) by M. O. Grenby and Kimberly Reynolds, because it 
collects the ideas of different researchers and merges it into one criticism.  
Child Orientated Criticism was derived from a branch of feminist criticism called Écriture feminine, 
which holds the view that language is Man-made (Grenby & Reynolds 135). This criticism’s reason-
ing behind this belief is that the dictionaries have been exclusively created by males. Furthermore 
men compiled the grammar rules, set the forms of rhetoric, and dominated all forms of public 
writings and expressions, and have therefore shaped and controlled language to best serve the 
male mind and body (Grenby & Reynolds 135). This branch of feminism sought to create an alter-
native form of language which was more orientated to females by looking at and applying aspects 
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of language that they saw as feminine characteristics. Child Orientated Criticism seeks to do the 
same but instead of looking at language from a female perspective Child Orientated Criticism seeks 
to do it from the perspective of the child (Grenby & Reynolds 135). 
The first person to call for a critical method that takes the child as a reader into account was Aidan 
Chambers, who with his publications Booktalk (1985) and Tell Me (1993) tried to give a critical voice 
to children readers and explain some of the differences between adult and child readers (Grenby & 
Reynolds 135-136). An example given is that children are considered to be able to read correctly 
before they access to the ability of reading a wide range of texts. As they increase their ability to 
read there will be fewer barriers in their way which allows them to considerably add to their 
understanding of a text. According to Chambers, there is an extra dimension of enjoyment children 
can get out of a new text that adults may not. When children read new text they increase their 
proficiency in reading and so by reading and understanding new and more difficult text the learning 
experience gives them satisfaction. Whereas an adult whose reading proficiency is supposedly 
higher will not gain the same satisfaction anymore (Grenby & Reynolds 136). 
Another contributor who brought some interesting ideas forth with Child Orientated Criticism is 
Jacqueline Rose in The Case of Peter Pan: The Impossibility of Children’s Fiction (1984). In this work, 
Rose argues that the child in children’s literature is merely a construction of the adults and their 
personal perceptions on what they think childhood for the child should be like. Rose’s ideas are 
based in psychoanalytic criticism and especially the works of Jacques Lacan, who holds the belief 
that the concept of the self is a product of language (Grenby & Reynolds 136). Rose goes on to 
argue that there is no such thing as a child but “[...] only new individuals who come into being 
through acquiring and being subjects of language” (Grenby & Reynolds 136). Rose points out the 
importance of the ‘fictional construction of childhood’ as she sees that the needs and desires of an 
adult originated from this construction (Grenby & Reynolds 136). It should be noted that Grenby 
and Reynolds stress the point that while Rose believes childhood exists as an age category, she still 
questions whether there is such a thing as a real child who can be addressed in children's literature 
(Grenby & Reynolds 136). 
Another study, put forth by Barbara Wall in The Narrator’s Voice: The dilemma of children’s fiction 
(1991), shares the same premise as Rose (Grenby & Reynolds 137). Wall explores the relationship 
between the narrator and the reader in literary work for children. Wall comes to the conclusion 
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that the only reason children’s literature exists as a body of work is because writers established a 
specific way to address the child as a reader. This argument stems from the idea that children's 
literature in the past was not consciously written for children but only had a child appeal spin on it. 
It  wasn’t until a coherent idea of what childhood was that children were first addressed in fiction 
(Grenby & Reynolds 137). Grenby and Reynolds also mention that there was no such thing as young 
adult fiction until the adolescent reader was recognised, which happened only around the 1950s 
(Grenby & Reynolds 137). 
Lastly Peter Hollindale talks about the relationships between adults and children in children’s 
literature in Signs of Childness in Children’s Literature (1997) (Grenby & Reynolds 137). Hollindale 
explores the idea of Childness, which is the quality of being a child (Grenby & Reynolds 137). His 
argument is that both adults and children have access to this Childness but have a different relation 
to it. Children are going through their own childhood so they are actively experiencing Childness, 
while adults have already experienced it and can therefore only access it through memories of their 
own childhood. Adults can access this Childness by “[...] responding to imperatives from the chil-
dren they once were and who continue to exist emotionally within them, and possibly reacting to 
texts in the manner of children” (Grenby & Reynolds 137). Hollindale argues that the self does not 
settle and stay consistently within adulthood but can swing back into a state of Childness when 
reading children’s books (Grenby & Reynolds 137). Reading children’s book as an adult is not per 
say regressive, nor are children's books only just a stepping stone for children towards being able 
to read ‘real’ adult books. Instead Hollindale argues that children’s literature can create a platform 
for children and adults in where they can share and experience their Childness (Grenby & Reynolds 
137). This must mean that adults and children read differently, as adults are considered to be more 
experienced and they access their Childness in a different way. 
 
3.0 Summary of 'In which Christopher Robin and Pooh Come to an 
Enchanted Place, and We Leave Them There' 
The chapter opens telling the reader that Christopher Robin is going away. Everybody in the forest 
knows that he is leaving but nobody knows why. When Rabbit feels he cannot wait any longer he 
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calls for a meeting at the House at Pooh Corner. At Rabbit’s request Eeyore has written a poem 
concerning Christopher’s Robin departure. Eeyore reads the poem out loud and then they all 
(Pooh, Owl, Piglet, Eeyore, Rabbit, Kanga, Tigger, and Baby Roo) sign it. After the poem has been 
signed they all head to Christopher Robin's house to give it to him. While Christopher Robin is 
reading the poem they start leaving, and Pooh is the only one still there when he is done. 
The two of them then start walking and Christopher Robin asks Pooh what he likes to do best in the 
world. Pooh answers that visiting Christopher Robin with Piglet on a nice day is his favourite thing 
to do. Christopher Robin then says that while he likes that too he likes doing ‘Nothing’ even more. 
They keep walking until they come to an enchanted place in the forest, a circle of trees called 
Galleons Lap. From there they can see the entire world when sitting down. Christopher Robin starts 
telling Pooh about other places and countries, about Kings, Queens, and Knights. Pooh wants to 
know if bears can be knights and Christopher Robin says they can. Then by touching Pooh's shoul-
der with a stick he knights him, Sir Pooh de Bear. Pooh starts daydreaming of himself and other 
knights living with horses and being faithful to Good King Christopher Robin. He wonders whether 
Christopher Robin will tell him about new things when he comes back from wherever he is going. 
Christopher Robin then tells Pooh that he will not be able to do ‘Nothing’ very much anymore, and 
he asks Pooh if he will come see him in the enchanted place when he is not doing ‘Nothing’. He also 
wants Pooh to promise that he will never forget about him. Pooh promises and then they go off 
together. 
 
4.0 Analysis and Interpretation 
After having presented the theories and the plot of the chapter we will now conduct our analysis. 
The approaches of Stylistics and New Criticism will be used in order to analyse our chosen chapter 
from The House At Pooh Corner. Some parts of the Stylistics theories, such as rhythm and metre, 
will be taken into consideration merely for the analysis of the poem in the chapter. The rest of the 
Stylistics theories will be useful for a general study of the language used. New Criticism will be 
applied in order to draw further meanings from the plot as it lends itself well to the analysis of a 
single chapter. Child Orientated Criticism as such will not be used in our actual analysis section, 
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however, we will discuss the introduced knowledge in relation to our findings in our Discussion 
chapter. 
 
4.1 Stylistic analysis 
“Given that stylistics is essentially a bridge discipline between linguistics and literature it is inevita-
ble that there will be arguments about the design of the bridge, its purpose, the nature of the 
materials and about the side it should be built from.” (Ronald Carter in Simpson 161) 
The above quote perfectly shows the ambiguous nature of Stylistics when applied through an 
analysis. What Carter reveals is that there is no ultimate way of conducting stylistic analysis. In this 
paper, Stylistics initially served the purpose of deepening our understanding of the chapter. None-
theless we arrived to conclusions concerning other themes as well. To improve any sort of under-
standing of the text we ‘built a bridge’ out of some aspects introduced in Simpson’s book. In short, 
our stylistic analysis was conducted on the basis of these following components: Narrative Stylis-
tics, discourse and context, speech and thought representation, rhythm and metre, and grammati-
cal analysis, still taking in consideration the theory of Cognitive Stylistics. 
Still, generally, there are a few factors that can serve as starting points when entering the phase of 
conducting a stylistic analysis. These questions are directed to general or foregrounding patterns of 
grammar and the vocabulary and word-structures of the text (Simpson 113-114). This is why we 
wish to begin our analysis phase with our grammatical analysis. 
 
4.1.1 Grammatical analysis 
In this chapter it will be examined how clauses are formulated grammatically and at the stylistic 
features they suggestively reveal. Throughout this analysis we purposely disregard Eeyore’s poem 
as the chosen approaches are not suitable for poetic analysis, however, we will devote paragraphs 
to the “POEM” subsequently. 
As stated in our theoretical part the types of clause complexes and their ‘grammatical moods’ are 
telling constituents of stylistic analysis, therefore punctuation and complexity will be our primary 
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factor to look at. In the following, patterns in grammatical mood and in sentence complexity will be 
examined simultaneously in order to establish what a grammatical analysis can tell us about the 
text in general. Evidently, the primary aims of this analysis were to discover some of the messages 
of the text or to see whether the presumed messages are communicated through any grammatical 
channel. 
In particular the functions of the complexity and the type of sentences will be introduced as well as 
a general reflection on the semantic meanings these functions imply in the chapter. Our findings 
will concern child-friendliness by examining sentence complexities as well as introduction to the 
first steps of our textual interpretation by examining patterns in punctuation and vocabulary. 
Simple sentences are the overall dominating elements in the chapter compared to compound and 
complex sentences. As it was pointed out in our theoretical part, simple sentences can create a 
‘fast-paced feeling’ in the reader (Simpson 60). We believe that the function any sentence can fulfil 
is highly dependent on the context within which it occurs. However, again, simple sentences 
particularly in children’s literature most probably serve the function of facilitation of the meaning-
making of the text. For instance, the key theme is expressed by a simple sentence in the very 
beginning of the chapter: “Christopher Robin was going away.” (Milne 162). It is argued that by this 
simplification of language and structure, the interpretation of the text becomes easier in general. 
Mainly all the actions, thoughts and utterances are occurring in the form of simple sentences, 
therefore we will look at situations in which these factors are uttered with complex or compound 
sentences in order to see, whether they complicate the process of interpretation or not. If yes: in 
what ways, and if no: what else do they highlight. 
We will continue by examining whether compound sentences bare symmetrical or asymmetrical 
relationships. Here is a compound sentence that merely has symmetrical relationships: “Everybody 
said "How-do-you-do" to Eeyore, and Eeyore said that he didn't, not to notice, and then they sat 
down; and as soon as they were all sitting down, Rabbit stood up again.” (Milne 164). After catego-
rising this sentence the next step, again is to look for its stylistic function and semantic meaning. 
The three ‘ands’ can be interpreted as a facilitation for children, especially when one considers that 
in the first case, ‘but’ would be a logically more suitable conjunction. However, the contradiction 
between the two clashing clauses in regard to their negative or positive value is not mirrored by 
the conjunction word ‘and’. Besides creating an easier platform for children to understand the text, 
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perhaps the narrator might have made this stylistic choice in order to stay less interpretative - as 
we will see with this tendency when investigating speech and thought representation. However, in 
the second and third case ‘and’ is merely a tool to indicate the sequences of the events logically. 
To make the following asymmetrical compound sentence into a fully symmetrical one by using 
‘and’ instead of ‘but’ would probably make it more difficult for the reader to digest what the 
sentence is trying to communicate: “Even Smallest-of-All, a friend-and-relation of Rabbit’s who 
thought he had once seen Christopher Robin’s foot, but couldn't be quite sure because perhaps it 
was something else, even S.-of-A. told  himself  that  Things  were going to be Different; and Late 
and Early, two other friends-and-relations, said, "Well, Early?" and "Well, Late?" to each other in 
such  a hopeless  sort  of  way  that  it  really  didn't seem any good waiting for the answer.” (Milne 
162). Therefore generalization of a function of coordination must be taken critically and every case 
should be investigated uniquely. 
Complex sentences always maintain an asymmetrical relationship, and the combined clauses are 
not equivalent grammatically (Simpson 61). There are a few of these complex sentences in the 
chapter, seemingly not complicating the intelligibility of the text. Take a look at the next example:  
“So Pooh rose and sat down and said "Thank you," which is a proper thing to say when you have 
been made a Knight, and he went into a dream again, in which he and Sir  Pomp  and  Sir Brazil  and  
Factors lived  together  with  a  horse, and were faithful Knights (all except  Factors,  who  looked  
after  the horse)  to  Good King Christopher Robin … and every now and then he shook his head, 
and said to himself "I'm  not  getting it right." Then he began to think of all the things Christopher 
Robin would want to tell him when he came back from wherever he was  going  to, and how 
muddling it would be for a Bear of Very Little Brain to try and  get  them  right  in  his  mind. "So, 
perhaps,"  he  said  sadly to himself, "Christopher Robin won’t tell me any more," and he wondered 
if being a Faithful Knight meant that you just went on being faithful without being told things.” 
(Milne 177-178) 
Even though, by definition, the chief relationship between the main clause and the subordinate 
clauses are asymmetrical, the several clauses in symmetrical relationships facilitate the traceability 
of the meaning of the sentence. It is argued that this tendency occurs almost in every complex 
sentence in the chapter. 
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However, in the quote above a contrast between the narration of thought and the actually uttered 
speech acts is illustrated. This contrast foreshadows our presumption that just because the chapter  
is a  piece of children’s literature, it can carry several underlying, hidden meanings under its rela-
tively simple textual surface. For what facilitates the interpretation for junior readers, can make it 
complicated for older readers, meaning that simplicity leaves more room for interpretations. 
Exactly the assumption that simplicity comes with ambiguity can be discovered when one looks at 
sentence types and their probable underlying content.  
In the chapter, six exclamation marks can be accounted for, neither of which indicates complex 
exclamative clauses. However, four out of the six exclamation marks border non-sentences that 
can be classified as simple exclamative utterances. These are uttered by Christopher Robin and 
Pooh “"When I'm---when---Pooh!"” (Milne 178) and “Then, suddenly again, Christopher Robin, who 
was still looking at the world with his chin in his hands, called out "Pooh!"” (Milne 178) and “"Oh!"” 
(Milne 176) twice. Inserting exclamative sentences would have fitted the chapter for two reasons. 
We believe that the topic of Christopher Robin’s departure in the chapter is quite emotionally 
loaded, and as the primary aim of exclamative sentences is to express strong emotions they could 
have been a perfect tool to resonate with the overall topic (Greenbaum & Nelson 17). 
One exclamation mark indicates a declarative sentence: “"Of course he could!"” (Milne 177) and 
only one out of the five exclamation marks indicates an imperative sentence. This imperative clause 
is also uttered by Christopher Robin; in fact, it is his second last statement in the chapter, which 
says: “"Come on!"” (Milne 179). As it can be seen in this example as well, the imperative sentence 
has the function of requesting action (Greenbaum & Nelson 17). The action requested by this 
example is departure which is, again, is called out by Christopher Robin, directed at Pooh and 
himself. This request in fact already occurred earlier in the chapter when the following dialogue 
took place between Pooh and Christopher Robin: “"Come on, Pooh," [...] "Where are we going?" 
[...] "Nowhere,"” (Milne 170-172). Even though, both sentences classify as imperative sentences, 
the intensification of the request can be seen in the modification of the punctuation. In general, 
this grammatical change can express some kind of urge, either nourished by the reason of impa-
tience, excitement, or by unwillingness to begin to leave. To get closer to Christopher Robin’s 
reason in particular, one option is to look at the textual context in which the two requests were 
made. 
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As the context of the first interaction was already introduced, only the second dialogue will be 
quoted: “"Come on!" "Where?" [...] "Anywhere,"” (Milne 179). The first establishable point is that 
the interrogative sentence was reduced in the second dialogue, which also indicates some kind of 
urge from Pooh’s side concerning the direction of the departure. The author’s choice to express 
intensification through simplification could be attributed, again to facilitate for junior readers. 
Although, there is a modification in the answers too, they are similar to each other in their word 
classes. Both times, the one-word answers consist of indefinite pronouns. Indefinite pronouns, in 
general, refer to the presence or the absence of a quantity (Greenbaum & Nelson 104). Sensibly, in 
our case, ‘anywhere’ refers to the presence ‘nowhere’ refers to the absence of this quantity. 
Additionally, ‘anywhere’ implies limitlessness (Greenbaum & Nelson 105). On the other hand, 
‘nowhere’ simply does not refer to any quantity at all. In this sense the two pronouns are contra-
dictory. ‘Nowhere’ furthermore is a paradoxical pronoun in itself, no matter in what sort of context 
it occurs. 
From another perspective, though, the two pronouns are not contradictory, in fact they are inter-
changeable. The fact that indefinite pronouns, starting with ‘any’ regularly appear in negative 
sentences shows that if a person wants to express that Winnie-the-Pooh can be found nowhere 
else than in the Hundred Acre Wood, it is also an option that he says: “Winnie-the-Pooh cannot be 
found anywhere else than in the Hundred Acre Wood”. Therefore, ‘anywhere’ and ‘nowhere’ are 
conditionally interchangeable indefinite pronouns. In other words, when using them the right way 
they can express the same meaning. They are strictly conditionally interchangeable as in order to 
swap them, a positive sentence must become negative and vice versa. 
Overall, the stylistic choice of interchanging ‘nowhere’ to ‘anywhere’ can be interpreted from two 
perspectives. One possible perspective is in the context of the actual story, concerning physical 
directions of the two friends walking around in a forest. From a broader perspective, as the whole 
chapter deals with Christopher Robin’s departure, these dialogues can refer to a starting phase of 
Christopher Robin’s maturity and his answers can symbolise his attitudes towards this. However, 
from both perspectives it can be argued that ‘nowhere’ indicates opposition and carries negative 
polarity in comparison to ‘anywhere’. The most important attribute of ‘anywhere’ that it expresses 
the endlessness of possibilities of directions. Therefore, it is argued that it marks a more positive 
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attitude towards Christopher Robin’s impending departure, even though it still does not define the 
actual destination. 
More specifically, from the first perspective, ‘going nowhere’ can imply that they are, in fact, 
staying in the forest. The second situation can imply that the direction is unimportant. In this sense, 
the parameters of the directions are simply not worthy of focus for Christopher Robin, which 
indicates an attitude of carelessness. However, a more intensified request coupled with careless-
ness does not follow logically, except if the intensification is derived from some sort of impatience. 
From the second perspective, however, ‘going nowhere’ can indicate unwillingness to begin to 
leave from Christopher Robin’s side, which attitude transforms into a more positive one- as dis-
cussed above. In any case, the circumstances of the departure stay vague. This vagueness eventual-
ly shifts the emphasis from the quantity of the departure to its quality, meaning that it is not 
relevant to Christopher Robin where he is about to go, but that Pooh will be part of this departure. 
Reflecting on our overall findings, we argue that there is a tendency of occurrences of actually and 
theoretically unanswered questions in the chapter. For instance, until the point when Pooh and 
Christopher Robin are left to themselves, no posed questions are given sensible answers. The 
questions in that part - and also in the whole chapter in general - mainly consist of simple sentenc-
es: “"Am I asked too?"” (Milne 163) or “"What is it, Eeyore?"” (Milne 169). One exception is the 
following complex sentence uttered by Eeyore: “"Can't you see that Christopher Robin wants to be 
alone?"” (Milne 169). This sentence is unique for two reasons. It classifies both as the only complex 
interrogative sentence and the only rhetorical question in the chapter. 
Rhetorical questions are regarded as being equivalent to a powerful statement (Greenbaum & 
Nelson 123). Accordingly, they either carry the answers in themselves: “Who could do such a 
thing?” or unanswerable: “What is the meaning of life?”(Greenbaum & Nelson 123) . It is visible 
that Eeyore’s question does not have to be answered as communicates the statement that Christo-
pher Robin wants to be alone. Concerning the plot, this is the last posed question before everybody 
leaves Christopher Robin and Pooh. This moment in the story is indeed a crucial one - not only in 
the plot of the chapter but also in the whole story of Christopher Robin and his friends, as they are 
about to part ways. It can be argued that perhaps the difficulty of the moment is mirrored in the 
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grammatical and semantical complexity of the sentence - in comparison to the dominating simple, 
straight forward interrogative sentences in the rest of the chapter. 
Later in the chapter, the only tag-question is uttered by Christopher Robin: “"Pooh, whatever 
happens, you will understand, won't you?"” (Milne 179). Tag questions have the general attributive 
of inviting the respondent or the hearer to answer in agreement with the questioner (Greenbaum 
& Nelson 123). Therefore, it is implied that Christopher Robin is hoping for an unconditional under-
standing from Pooh in the future. As Pooh does not understand what Christopher Robin means, he 
asks back, “"Understand what?"” (Milne 179) to which Christopher Robin’s answer is “"Oh, noth-
ing."” (Milne 179). Again, there is no explicit answer; therefore one shall interpret the context 
within which Christopher Robin is asking in order to conclude a possible message. 
Of course, there are some questions that are being answered. Dialogues with concrete answers 
occur exclusively after Christopher Robin and Pooh are left to themselves. Amongst these, the most 
exactly detailed answer was given regarding the question about the concept of ‘doing Nothing’. 
Pooh asked Christopher Robin: 
 “"How do you do Nothing?. [...]" 
"Well, it's when people call out at you just as you're going off to do it ‘What are you going to do, 
Christopher Robin?' and you say 'Oh, nothing,' and then you go and do it. [...]."  
"This is a nothing sort of thing that we're doing now.[...]"  
"It means just going along, listening to all the things you can't hear, and not bothering."” (Milne  
172-173) 
The high degree of detailing can mean that Christopher Robin is quite familiar with this concept. It 
can also indicate that doing ‘Nothing’ is important for him; therefore he wants Pooh to understand 
this concept. However, as the concept itself is paradoxical, the explanation of it must be that too. 
In conclusion, the findings of our grammatical analysis only partly contribute to develop an answer 
to our main problem area. In particular, looking at interrogative sentences drew our attention to a 
‘pattern’ of repetition in language, which in fact revolved around one of the key questions of the 
chapter. By examining the pattern`s elements from a grammatical viewpoint we begin to see its 
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language from different angles and become able to support our subjective interpretation with 
objective ideas. However, when the examination originated from a stylistic viewpoint, we arrived 
to discussing the complexity of the text in relation to its genre and to its primary audience. Howev-
er, almost all the following subchapters will include fragments of grammatical analysis to some 
degree, which means that grammar will help us to tell a lot more about the chapter. 
 
4.1.2 Narrative structure 
Now, we will continue by focusing on the narrative structure of the chapter by applying the differ-
ent stylistic domains as illustrated by Figure A5.1 (as presented on page 13). 
The textual medium of the text is that it is a chapter of a book, a children’s novel that can be a 
gathering element for families. As mentioned before the aim for a novel is to tell a story, either to 
be read out loud by an adult to a child or to be read by the child herself. Depending on the age of 
the child one method of reading the text can be more preferable than the other, as elements in the 
text occur, such as capitalisation of only certain words (which we will touch upon later). A child 
who has just learnt to read might not realise that something is different with these words, but an 
adult reading out loud, or an older child might realise a pattern, and a different outcome of reading 
the text may arise. 
In the sociolinguistic code the most important element in this story is, again, evidently how this 
piece is a children’s literature. The last chapter, even symbolising the change of something, is still 
characterized by the “immature” being of Christopher Robin’s animal friends. In the entire book, 
the only character that can be regarded as mature and perhaps adult, is Kanga, Roo’s mother; 
other than her the characters are shown to be quite immature and childish. It is impossible for the 
reader to determine the exact age of each animal, so we will just consider them more or less 
mature.  In the beginning of the story, when Rabbit is gathering everybody for the resolution it 
proves difficult for him to write down the word “resolution” correctly. He tries a couple of times 
and ends up with what he believed resolution was spelled like: “rissolution”. The mistake can be 
classified as something a child might make- it resembles to a child who is at the beginning of 
learning to write and read, thus making acquaintances with big and difficult words. However in 
contrast to this assumption the -tion suffix to “rissolution” can be rather tricky for a child to get 
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right as it makes the sound (shun) which other merging of letters also make: -sion and -cion. With 
that notion although the word contains a misspelling that a child would make, it also contains the 
right grammatical suffix that a child would have great difficulty in getting right. This may be so to 
show that although we as readers find ourselves in a children’s literature surrounded by elements 
and characters that resemble some childish manners, there are also elements of something more 
mature. 
Actions and events, as in characterisation of Rabbit above, it define what the characters, do, think 
or feel. In order to do this it would be easier to move onward with the four characters that are 
present at most in this chapter: Pooh, Eeyore, Rabbit and Christopher Robin, due to the rest of the 
characters of the forest being only presented in the chapter for a very short amount of time if not 
left out completely.  All the characters are different from each other and because of that they all do 
different things.  
Rabbit, is the one gathering all the characters for the meeting as he is the one who likes to have 
things in order. He arranges the whole resolution concerning Christopher Robin’s leaving. Eeyore 
on the other hand is the sad donkey who nags everything and everybody. He wants to be perceived 
as being clever, when saying “[...] hitherto – a long word meaning well, you’ll see what it means 
directly – hitherto [...]” (Milne 164). Eeyore knows this long word, and wants to make it known that 
he does, however, as he tries to give an explanation of the word, he does not seem to know the 
meaning himself. In reading out the poem he has made some misspellings too which we highlight, 
again, to show the childish nature he also presents.  
Concerning Pooh, a character of “[...] Very Little Brain” (Milne 178), he possess a rather uncompli-
cated way of thinking, but in spite of that the bear is able to comprehend rather abstract notions, 
such as understanding how to do nothing and realising there is something outside of the woods, 
and trying to grasp the notion that one can become an afternoon, after having misunderstood the 
word “knight” for being “night”. This shows the naivety that a child brain might have.  
At last we have Christopher Robin the only ‘real’ child. It can be seen in the text where Christopher 
Robin and Pooh are alone that things such as “doing nothing” (Milne 172) which is difficult for Pooh 
to understand is rather easy for Christopher Robin. This mean that he possess more knowledge 
than Pooh at least; meaning that he has knowledge about a world outside of the Hundred Acre 
35 
Wood where kings and knights exist. Not only does he possess more knowledge but within the 
forest he sees himself as being the King, as seen when he knights Pooh (Milne 177), and also when 
Pooh refers to him as “Good King Christopher Robin” (Milne 177). This illustrates that Christopher 
Robin is different from the other characters.  
The other characterisation part deals with the point of view; in what manner the story is narrated. 
This story is told by a third person, omniscient narrator, in past tense where every thought of every 
character is known and nothing is hidden to the reader. When nothing is hidden from the reader a 
trust is giving to the narrator, and because of this trust it may be easier for children to read, since 
they know what the characters think, and do not question whether the thoughts are true or not. 
Although as an example, the matter of why Christopher Robin is leaving is left unanswered, this 
leaves the reader with a lot of interpretation to do. This shows that even though we deal with a 
reliable narrator the text will not necessarily keep every aspects of the story transparent. 
The textual structure concerns the role of each character and how their role can be seen through 
the narration in the chapter. Christopher Robin is the one all the other characters look up to. He is 
the one who has all the answers: although his answers does not make sense sometimes- as men-
tioned before he is the one who is most adult like. The chapter we are discussing is focused on him 
leaving the forest, so one can say he is the main character of this chapter due to the fact that every 
other character’s actions are being influenced by what Christopher Robin is about to do.  The other 
three important characters of the chapter, Rabbit, Eeyore and Pooh have three different roles in 
the progressing of the text. Rabbit is the one starting it all, writing the note and inviting everybody 
to the House at Pooh Corner. Eeyore writes the poem which he will then read to everybody and 
gives it to Christopher Robin. He is also the first animal to leave and after him all the others leave 
too. Pooh is the only character not leaving and staying with Christopher Robin until he is done 
reading the poem. Pooh is the one who, together with the child, bring the chapter and the entire 
story to an end. 
 
4.1.3 Foregrounding 
The principle of foregrounding is mostly found within poetry. In the chapter Eeyore has made a 
poem about Christopher Robin leaving in which a large number of stylistic features occur as well as 
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elements of foregrounding. Therefore, we will deal with this poem in this section, starting out by 
quoting an extract of the poem: 
“(I haven't got a rhyme for that 
"is" in the second line yet. 
Bother.) 
(Now I haven't got a rhyme for 
bother. Bother.) 
Those two bothers will have 
to rhyme with each other 
Buther” (Milne 165) 
As seen in the quote there is an example of parallelism in the word “bother”. This word is repeated 
several times which is followed by an example of external deviation in the form of spelling “buther” 
instead of  “bother”  in order to make the poem rhyme. 
Another grammatical deviation occurs in the sentences “And all your friends sends--- I mean all 
your friend send---” (Milne 166), which is followed by the next line “(Very awkward this, it keeps 
going wrong)” (Milne 166). The additional comments in the parentheses show that Eeyore recog-
nises that his use of English is incorrect, but does not recognise that his correction is still wrong. 
What can be seen from the sentences, in which the deviation occurs, is that Eeyore is trying to 
sound correct but he fails. He notices that he fails and tries to correct it but fails again, which he 
then comments on - the second sign of him acknowledging the faults in the poem. This may mirror 
the experience, or frustration a child might feel when getting something wrong repeatedly. 
Further examples of foregrounding can be seen in ways of external deviation in the misspellings 
which occur several times in the story. For instance this can be seen on page 171 where the narra-
tor says “[...] it was to be an Explore [...]” (Milne 171). In this example the word “Explore” is wrong-
ly used, which can be detected in the unexpected change of the appropriate word class that should 
follow a general determiner. Instead of the expected noun of ‘exploration’ the verb form appears. 
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This particular grammatical incorrectness shows that the language used in the narration is similar 
to the language being used in the interactions of the characters. This adaptation of language 
creates a sense of unity between the story and the narrator. Moreover, this manner of language 
adaption creates a deviation, since the words are deviating from the norms of common language 
use. 
Within the text a certain kind of pattern concerning the capitalisation of words can be found. 
Therefore we have deemed it important to look at Milne’s capitalisation of words as it deviates 
from the standard use of capitalisation in the English language. This deviation can be seen as a way 
of drawing attention to and emphasising certain words or phrases. Examples of this are ‘Forest’, 
‘Eating Honey’, ‘By Order Keep to the Left’, ‘That’s Me’, ‘You’, ‘Very Little Brain’, and ‘Afternoon’. 
Already, by this list it seems that there is no specific pattern used by the author, as it is not only a 
certain word group or phrase type, but just some selected ones that are capitalised. Also there is 
seemingly no consistency in the capitalisation as some words are capitalised throughout the whole 
text while others are only in one part of the text and not in another, for example ‘Rissolution’ 
appears in both capitalised and uncapitalised form on page 163. This manner of capitalisation may 
be due to the author trying to emphasise these words in order to make them stand out, which can 
be seen in the use of capitalisation in the words ‘Me’ and ‘You’ in the following sentence: “"What I 
like best in the whole world is Me and Piglet going to see You, and You saying ‘What about a little 
something?’ and Me saying [...]"” (Milne 172). 
Using the theories of foregrounding upon this text we were able to dig into the pattern of the text 
and realise that a large amount of external deviation takes place. This shows that the chapter most 
definitely poses something more than trying to mimic the language of a child. 
 
4.1.4 Context in dialogue and discourse 
In order to create a better understanding of the following section on Representing Speech and 
Thought we will briefly touch upon the contexts in which the dialogue and discourse take place. 
Concerning the Physical context, the story takes place in four different locations. When communi-
cating, the characters always share the same location though, the location changes as our story 
progresses. The first location is the House at Pooh Corner, the second is Christopher Robin’s house, 
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the third location is the walking route from Christopher Robin’s house to the last location, Galleons 
Lap, the enchanted place on the very top of the forest (Milne 173). 
Within the Personal context the different relationships between the characters can be seen. For 
example the relationship between Christopher Robin and Pooh or between Christopher Robin and 
Eeyore are not the same. Christopher Robin has a closer relationship to Pooh compared to Eeyore 
(or the other animals in the chapter), which can be seen when all the animals are gathered to say 
farewell to Christopher Robin and leave without Pooh, as he is the only one staying with Christo-
pher Robin (Milne 169).  
Within the text there is a clear difference regarding the relative status of knowledge as well as the 
authoritative relations between the characters. This can be seen between Rabbit, Eeyore and the 
other animals, Christopher Robin and the animals, and lastly between Christopher Robin and Pooh. 
At the start of the chapter Rabbit is initiating and taking charge of the overall situation but takes a 
second seat when Eeyore starts talking. Still, they both take on an authoritative role compared to 
the rest of the animals. Eeyore especially takes on this role as he acts important, as seen in the 
quote: “He coughed in an important way [...]” (Milne 164). The relative status between Christopher 
Robin and the animals portrays Christopher Robin as being somewhat superior to them. This can be 
seen when Christopher Robin knights Pooh and calls him the “[...] most faithful of all my Knights” 
(Milne 177) indicating that Christopher Robin sees himself (maybe unknowingly) as the king of the 
forest. Lastly there is a knowledge difference between Christopher Robin and Pooh. This can be 
seen when Christopher Robin is talking about the world outside the Hundred Acre Wood which 
Pooh seems to be clueless of (Milne 173-176). 
Regarding the Cognitive context, shared knowledge between the characters can be observed. The 
very second sentence details this claim: “Nobody knew why he was going; nobody knew where he 
was going; indeed, nobody even knew why he knew that Christopher Robin was going away.” 
(Milne 162). Even though there is clearly, an interaction between Christopher Robin and the 
animals there is no development in the knowledge that is shared on this issue as it was detailed in 
our grammatical analysis. However, in the interaction between Christopher Robin and Pooh at 
Galleons Lap some knowledge is shared when Christopher Robin tells Pooh about the outside 
world. 
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By looking at the dialogue and discourse in the chapter we found that the different social relations 
and relative status’ of the characters is what shapes the conversational interaction and determines 
the Cognitive context. 
 
4.1.5 Representing speech and thought 
Looking at the speech and thought elements in the chapter clearly shows that a lot of the text 
consists of direct speech. The following example highlights a part of the chapter where direct 
speech predominantly makes up most of the text: 
“"I'm not going to do Nothing any more." 
"Never again?" 
"Well, not so much. They don't let you." 
Pooh waited for him to go on, but he was silent again. 
"Yes, Christopher Robin?" said Pooh helpfully. 
"Pooh, when I'm---you know---when I'm not doing  Nothing, 
will you come up here sometimes?"” (Milne 178-179) 
The majority of the interaction between the characters, especially in the scenes between Pooh and 
Christopher Robin, consists of direct speech as shown in the example above, however less frequent 
elements of indirect speech also occurs throughout the story. Examples of this can be seen in the 
very beginning of the chapter: “And they all said they would come” (Milne 163) and: “[...] Eeyore 
said that he didn’t” (Milne 164). An example of Narrative Report of Speech can be seen later in the 
chapter: “Suddenly Christopher Robin began to tell Pooh about some of the things: People called 
Kings and Queens and something called Factors, and a place called Europe, and an island in the 
middle of the sea where no ships came, and how you make a Suction Pump (if you want to), and 
when Knights were Knighted, and what comes from Brazil.” (Milne 173-175).  
Defining Direct, Indirect Speech, and Narrative Report of Speech can help determine the nature of 
the text according to the pattern that is shown in the narrative through analysis. This is related to 
Pooh as can be seen in the predominant use of Direct Speech, because this shows the straightfor-
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ward nature of the story. It gives the picture of a reliable narrator who distances himself from the 
story and lets the dialogue play out without interfering. 
While Direct Thought is seemingly non-existent within the chapter there are numerous examples of 
Indirect Thought. This can be seen in the examples: “[...] wondering whether it was to be an Ex-
plore or a What-shall-I-do-about-you-know-what.” (Milne 171) and “[...] he wondered if being a 
Faithful Knight meant that you just went on being faithful without being told things.” (Milne 178). 
Also Narrative Report of Thought is present in the text, one example of this being: “Then he began 
to think all the things Christopher Robin would want to tell him when he came back from wherever 
he was going to [...]” (Milne 177-178). However it can be argued that the italic parts of Eeyore 
poem (Milne 165-166) might be Direct thought, though the same could be argued that it is his own 
commentating while reading the poem out loud and thus Direct Speech. 
Contrary to the dialogue, where Direct Speech acts are dominant, it is evident that Indirect Thought 
acts are prevailing within the style of the narration. If we follow the conclusion being drawn from 
our reflections on the Speech acts this ruling ‘indirection’ of thoughts can be interpreted as an 
indicator of a more present, supportive narrator in the context of thought presentation of the 
characters. By this constant rephrasing it becomes also conclusive that the narrator interferes and 
interprets the thoughts of characters.  
Narrating Direct acts gives the characters a stronger degree of autonomy while making use of the 
Indirect acts indicates a stronger presence of the narrator and decreases the degree of the charac-
ters’ autonomy. In The House At Pooh Corner Milne creates a pendulum like power balance be-
tween the truthfulness of the characters and the control of the narrator. This can also be seen 
when one relates speech and thought representation with a grammatical point of view, namely the 
complexity of sentences. 
 
4.1.6 Rhythm and Metre and a close reading of the poem by Eeyore 
We will look at the construction of the poem by Eeyore and identify the patterns, rhythm, and 
metrical system that are shown in it as well as determine its style. It must be noted that it is not 
clear whether the parts of the poem that are written in parenthesis are actually part of the poem 
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or instead acts of direct thought or speech. We will deal with these parts as if they are intended 
parts of the poem and not additions or other acts. To begin the analysis of the poem we will look at 
the feet and the verses. By looking at the rhymes in the poem it becomes clear that there is no 
consistency in the rhythmic pattern, in fact, they occur rather coincidentally. This is illustrated in 
the following extract from the poem: 
“Christopher Robin is going [A] 
At least I think he is [B] 
Where? [C] 
Nobody knows [D] 
But he is going--- [A] 
I mean he goes [D] 
(To rhyme with knows) [D] 
Do we care? [C] 
(To rhyme with where) [C] 
We do [E] 
Very much.” [F] (Milne 165) 
We have marked each rhyme with a letter system showing the rhyme pattern, which in this case 
seems illogical and random. In this extract we have not found any metrical systematic order either; 
in the first line “Christopher Robin is Going” we can identify two different kinds of metrical feet, 
Iambic and Anapestic. The Iambic metre occurs in “Chri-sto-pher Ro-” and the Anapestic metre lies 
in the rest of the sentence “-bin is go-ing”. This poem does not follow the rules that are set up by 
the metrical feet system; no consistent repetition or coherence occurs in the poem. Thus we must 
conclude that this poem is what is known as a “Free Verse” poem that includes some elements of 
rhyme. 
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Grammatically, as seen in the above analysis the poem also does not follow any apparent system, it 
seems that the organisation of the poem is arranged randomly concerning the sentence elements. 
However a simple pattern can be seen in the last four lines of the quote in which the rhyme was 
created by the deprivation of pluralisation and conjugation of the words: friends, sends and friend, 
send.  
 
4.1.7 The Last Paragraph 
“So they went off together. But wherever they go, and whatever happens to them on the way, in 
that enchanted place on top of the forest, a little boy and his Bear will always be playing.” (Milne 
180) 
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The last paragraph of the book is also the very last part of Milne’s writings on Winnie-the-Pooh. 
This last section represents the end of not only the book but also the tales from the Hundred Acre 
Wood. Using both grammatical analysis and looking at the narrative structure, it becomes apparent 
that the paragraph features a change in the style of narration from the rest of the chapter in order 
to create a sense of finalisation. Previously in the chapter the narrator is in close interaction with 
the characters and events of the story whereas in this paragraph the narrator takes a back seat and 
watches the characters play from afar, while having no interaction with them. This shift in the 
narrative perspective takes place because the narration changes from past tense in the first sen-
tence to present time and future continuous in the second sentence. “So they went off together.” 
(Milne 180) keeps the past tense and refers back to the previous paragraph, creating a bridge 
between the chapter and the final ending of the stories about Winnie-the-Pooh and his friends. A 
change in time then happens as the first part of the second sentence in the paragraph starts with 
present time (“[...] they go, and whatever happens [...]” (Milne 180)); while the second part (“[...] 
will always be playing.” (Milne 180)) is written in future continuous verb tense which creates an 
everlasting image of the boy and his bear playing on the top of the forest. 
Stylistic analysis helped us to deepen the understanding of the text. We were able to find messages 
that were only communicated through the grammatical channel. Simple sentences within the text 
are creating a platform for children to understand the story without interpreting it. The same goes 
for positive attitude that is evoked in kids by the use of language in exclamative sentences for 
example. However, what Stylistics has also shown is that, even in between those simple sentences 
and uncomplicated language there are patterns shaping the text in terms of purpose, usefulness, 
and appropriateness. The resources used in language contributed to examining and interpreting 
some aspects of the plot. With the other aspects examining the narration of the text, we were able 
to look beyond the impressions and understandings we got from the first readings of the text, and 
could detect underlying meanings of the first seemingly childish utterances.   
 
4.2 New Criticism Analysis 
In making our New Criticism analysis we will look at the key features mentioned in the theory 
section - words, symbols, images, irony, tensions, and paradoxes - and how they interplay to create 
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meaning of the text and to arrive to the understanding of this meaning. We will first take a look at 
the different characters that are most prominent in the text; Rabbit, Eeyore, Pooh, and Christopher 
Robin. 
Rabbit is the character who calls for the meeting regarding Christopher Robin’s departure. He calls 
for this meeting by making a notice about it, which he then reads out loud to the other animals 
(Milne 163). This shows that although making a notice about Christopher Robin’s leaving was not 
necessary, Rabbit felt impatient to be the one making the notice, as seen in the text when it says 
“One day when he felt that he couldn’t wait any longer, Rabbit brained out a Notice [...]” (Milne 
162). Rabbit is also the reassuring voice of the group, which is shown when he says “Don’t mind 
Eeyore” (Milne 163) to Pooh. Rabbit also wants to sound official and in charge when he says “By 
Order Keep to the Left” (Milne 163), by which he means that the animals in the Forest should walk 
only to the left. This is nonsensical as there is no need to walk to the left in the forest. 
Eeyore is the one requested by Rabbit to write a poem to Christopher Robin. Eeyore is a gloomy, 
pessimistic, and sarcastic character that seems unable to experience any pleasure. He is also rude, 
which is shown when Pooh, out of admiration, tells Eeyore that his poem was much better than his 
(Milne 167). To which Eeyore answers “"[...] it was meant to be."” (Milne 167) Furthermore, the 
rudeness can be seen when he interrupts Rabbit by saying “"That’s Me," said Eeyore. "Grand."” 
(Milne 164).   
Eeyore acts quite similar to a diva when all the characters are gathered to read the poem to Chris-
topher Robin; he starts stuttering, cannot complete his sentences, and suddenly he gets angry at all 
the other characters for just standing there, complaining over the lack of space to breathe (Milne 
169). The other characters start to leave Christopher Robin quite soon after Eeyore leaves, but 
without knowing why, just following Eeyore. 
Eeyore also shows signs of awareness. Before he starts reading the poem, he says “[...] before I 
begin, or perhaps I should say, before I end [...]” (Milne 164), which can be interpreted as a sign of 
him being aware that things are going to change or could even be a symbol of life as they know it 
will end when Christopher Robin leaves the Hundred Acre Wood. 
Pooh is one year younger that Christopher Robin and is considered by Eeyore to be “[...] a Bear 
with a Pleasing Manner but a Positively Startling Lack of Brain.” (Mine 164-165) something Pooh 
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also attributes to himself. This can be seen when Pooh thinks about “[...] how wonderful it would 
be to have a Real Brain [...]” (Milne 176). He has a special relationship with Christopher Robin; this 
can be seen when Christopher Robin greets the characters by saying “"Hallo, everybody" [...] 
"Hallo, Pooh."” (Milne 169). Christopher Robin does not include Pooh in “everybody”, he finds him 
more special than that. Another example of this special friendship can also be seen when Christo-
pher Robin calls Pooh the “"[...] most faithful of all my Knights."” (Milne 177), indicating that he is 
Christopher Robin’s best friend. Moreover, Pooh does not possess any kind of mistrust towards 
Christopher Robin; Pooh trusts whatever Christopher Robin says, as seen when Christopher Robin 
talks to Pooh about everything that exists outside of the forest (Milne 173-176). 
Another main character of this chapter is Christopher Robin. He is the only human in the forest and 
the chapter is centred around the fact that he is going away and will not be able to do “Nothing”, 
which is what he likes to do the best (Milne 172). As mentioned above Pooh has a special place in 
Christopher Robin’s heart, he is kind to all the animals, but he treats Pooh in a special way. Christo-
pher Robin can be perceived as a representative of authority in the forest almost as he was the 
“king”, something that can be observed when he calls Pooh the most faithful of “"[...] all my Knights 
[...]"” (Milne 177), indicating that he is the king or at least leader of all the knights. It can be argued 
that the other characters are the rest of his knights, and that he also values their friendship, but 
Pooh is and always will be more special to him. This special friendship is also shown at the end of 
the chapter when Christopher Robin realises that he is not ready yet to leave Pooh when he asks 
him if just the two of them can meet at the enchanted place (Milne 179). 
 
4.2.1 Images and Symbols 
Within this text many images and symbols occur, and they all in a bigger perspective centre around 
the delicate subject of that of leaving and growing up, and where to leave the inner child that is a 
very large part of oneself. 
One of the most prevalent images/symbols that can be found in the chapter is the enchanted place, 
Galleons Lap, which is situated at the very top of the Forest. It symbolises the meeting place 
between the outside world and the Hundred Acre Wood, as “Sitting there they could see the whole 
world spread out until it reached the sky, and whatever there was all the world over was with them 
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in Galleons Lap.” (Milne 173). This is the place only Pooh and Christopher Robin visit, and it is in this 
place they will meet again in the future, not at Pooh’s house, and not surrounded by the other 
animals, just Pooh, and Christopher Robin in this enchanted place, which gives the place a more 
sacred meaning. Christopher Robin will leave the forest, but he will not leave this enchanted place 
for ever, he will come back sometimes, but just to this place, meaning that it also symbolises that 
small part of his inner child that he cannot let go, and that may also be the reason for it being 
enchanted, and the nice feelings that are associated with it.  
This place Galleons Lap is situated “at the very top of the forest” (Milne 173) and this description 
creates a new image. We can ask what is meant by “the very top”, is it that is above everything else 
in the forest as a form of elevation, is it that Galleons Lap is placed North, is it that it is meant 
metaphorically as Christopher Robin being a symbol of a king (as seen when he knights Pooh), or 
does the top represent the part of Christopher Robin’s imaginary he is keeping, the childhood that 
he cannot let go? The meaning of this top may be found in all these four thoughts, or just one of 
them, we will not know for sure, but what we do know is that it carries an extra importance that it 
is placed on the very top, and it tells the readers that this is something very special.   
Another rather important image in fact, takes place when Pooh and Christopher Robin are seated 
in Galleons Lap, When Christopher Robin presents some new concepts for Pooh, concepts Pooh 
had never heard of before (Milne 173-175). This gives an image of something outside of the Hun-
dred Acre Wood, something a child that is listening, or reading this story can relate to. So far, the 
story of these animals living in this forest has had no relation to something outside of that forest, 
but because this connection has been made the children reading this text may understand it in a 
different light, because now something has come up explicitly that they can relate to; most children 
know about kings and queens, and of knights. This symbolises the merger of these two different 
worlds, the transition from being a child and living in your own small bubble versus the world in 
which the grownups live, where Kings and Queens exist and time for playing is limited.  
When Christopher Robin talks of all the things that exist outside of the forest and mentions knights, 
Pooh asks if a bear could be one too, and Christopher Robin then knights Pooh. This image symbol-
ises the meaning that lies behind the word “knight”. Depending on the context knight can mean 
different things; in the more traditional sense a person was being knighted for his loyalty to the 
king, and this image of a knight is also seen in fairy tales, where one talks of the shiny knight on his 
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white horse ready to save the princess from her anguishes. But in the more modern sense a person 
would be knighted for his services to the kingdom. Here the image changes to Pooh being knighted 
for his loyal friendships towards Christopher Robin, deepening the bond between them, and being 
a stalwart protector of the forest.   
At the very end of the chapter an image of a boy and his bear who will always be playing, is pre-
sented to the reader (Milne 180). By this it is meant that no matter how old, or how little time 
Christopher Robin might have there will always be a part of him that consist of the child he is now, 
the child that loves Pooh unconditionally and who will always be playing with him. This can be 
symbolised into a broader and more general picture about Christopher Robin growing up and 
entering a new stage where his childhood imagination will stay with him. The enchanted place then 
represents a part of him that will always be there, and that he will never lose his inner child com-
pletely. 
Another symbol that is shown in the text is the poem Eeyore has written as a salute to Christopher 
Robin. This poem symbolises the affection the animals possess for Christopher Robin, when it says 
in the poem “‘Christopher Robin is going’ [...] ‘Do we care?’ [...] ‘We do Very much’” (Milne 165). 
This shows the large importance Christopher Robin is to the animals. Christopher Robin appreciates 
this gesture by saying “‘It’s a comforting sort of thing to have’” (Milne 170) when he puts the poem 
in his pocket. This poem in a comforting sense also symbolises a way for Christopher Robin to 
“visit” the Hundred Acre Wood, without actually visiting it when he feels the need for it; it will, in a 
sense work as a window in which he can recapture his childhood and all the fond memories, it 
carries.  
As we have gone through the images and symbols presented in this text it is clear that they all do 
touch upon the subject of growing up or leaving especially as it is seen in this quote by Pooh: “Then 
he began to think of all the things Robin would want to tell him when he came back from wherever 
he was going to, [...] "so, perhaps," he said sadly to himself, "Christopher Robin won’t tell me any 
more," and he wondered if being a Faithful Knight meant that you just went on being faithful 
without being told things.” (Milne 177-178). This quote sums up rather nicely on the notion that 
change is happening and there will not always be someone to tell you things, but you will have to 
learn for yourself, you will have to grow up. 
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4.2.2 Irony 
While there is not much irony shown throughout the text there is two instances that can be inter-
preted as ironic comments. The first being the comment Eeyore makes about the others’ clapping: 
“"If anybody wants to clap" said Eeyore when he had read this, "now is the time to do it." 
The all clapped. 
"Thank you" said Eeyore. "Unexpected and gratifying, if a little lacking in Smack"” (Milne, 166) 
This might be considered ironic because even if Eeyore is not directly asking for them to clap, he 
then says he finds it “unexpected and gratifying”. Eeyore also points out how the clapping is lacking 
in “Smack”, as if the clapping was not loud enough.  
The second ironic moment is described by the narrator when Eeyore says “"It was meant to be."” 
(Milne 167) as a response to Pooh praising his poem, because the narrator narrates Eeyore as being 
modest when actually offending Pooh. In no case would a comment like this ever be considered 
modest. Either the narrator wants to emphasise that Eeyore is not being modest, or because 
Eeyore actually do believe it is a modest answer and acts out of that belief. 
 
4.2.3 Tension 
The main tension in the text is that Christopher Robin is going away and nobody knows where is 
going or why he is going. This tension is clearly established in the first paragraph of the text where 
it is stated as said above. It is then further developed with Pooh’s friends coming together and 
writing a resolution to Christopher Robin. But this tension is never resolved in the text. While it is 
clear that Christopher Robin is going away and nobody knows where or why he is going, no clear 
answer is given to explain where or why he is going. Instead the animals accept that he is leaving 
and say a sort of awkward goodbye with their resolution but never ask for an explanation. Only 
Pooh seems to get some sort of explanation as to why Christopher Robin is going, when the other 
animals leave. But the explanation Pooh is given does not form a concrete answer as to why he is 
going, instead he is told about the outside world. But in Christopher Robin’s explanation of the 
outside world an interesting use of word Factors is used: “[...] something called Factors” (Milne 
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173). While at a first glance it can be interpreted as Pooh misunderstanding of what he is being 
told, as can clearly been seen a bit later in the text when he mixes up terms he doesn’t quite 
understand: 
“"Is it a very Grand thing to be an Afternoon, what you said?" 
"A what?" said Christopher Robin lazily, as he listened to something else. 
"On a horse," explained Pooh. 
"A Knight?" 
"Oh, was that it?" said Pooh. "I thought it was a--- Is it as Grand as a King and Factors and all the 
other things you said?"” (Milne 176) 
But with subsequent reading of the text the word Factor keeps standing out. It could be argued 
that Christopher Robin is telling Pooh about the various factors as to why he is leaving the forest. 
But Pooh, who has been described as not having a lot brain, does not seem to fully grasp Christo-
pher Robins explanation as to why he is leaving. Instead Pooh picks up a few concepts of the 
outside world like “King”, “Knight” and “Europe” but is unable to tie all of these concepts together 
into a concrete answer as to why Christopher Robin is leaving. Pooh himself seem to be aware of 
the fact that he does not grasp the situation as can be seen with “[…] and every now and then he 
shook his head, and said to himself, "I'm  not  getting it right."” (Milne 177). What can be learned 
from Christopher Robin explanation as to why he is leaving is that it involves the outside world and 
some sort of factor are in play which won’t allow him to do “nothing” anymore.  While this brief 
explanation is given as to why and where Christopher Robin is going away it doesn’t resolve the 
tension of the text. Without a concrete explanation as to where and why Christopher Robin is 
leaving the main tension of the remains unresolved in the text. 
 
4.2.4 Paradox 
The chapter contains several elements of paradoxical character where words and actions in es-
sence contradict each other. Some of these have already been mentioned - like the irony concern-
ing Eeyore’s apparent modesty regarding his response to Pooh’s admiring praise of his poem (Milne 
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167), and the fact that no one cares to know where Christopher Robin is going or why, but they all 
still very much care that he is going, yet the only recognition of this is the fact that Eeyore acknowl-
edges it in his poem (Milne 165). 
Another paradox in the story is the circumstances concerning Pooh’s intelligence (or lack thereof). 
While it is mentioned several times that Pooh’s mind is rather limited and even that he does not 
have a “[...] Real Brain” (Milne 176), he still somewhat manages to grasp some of the things Chris-
topher Robin tells him about - things that are otherwise unknown to him and exists outside of his 
world. 
Christopher Robin presents three verbal paradoxes in the chapter, namely that he firstly claims he 
and Pooh are going “"Nowhere"” (Milne 172), secondly likes “"[...] doing [...] Nothing"” (Milne 172), 
and thirdly explains that part of doing nothing is “"[...] listening to all the things you can’t hear 
[...]"” (Milne 173) - presenting a paradox within a paradox. All of these claims contain actions that 
in essence should be impossible when presented this way: firstly, going nowhere is not a place you 
can go to, essentially going nowhere is the same as not going, however Christopher Robin and Pooh 
are going (somewhere); secondly, doing nothing is contradictory in the sense that nothing is not an 
action, however Christopher Robin explains several actions that combined creates the action of 
doing ‘Nothing’; thirdly, it is not possible to listen to things that cannot be heard - and thus the 
paradoxical nature of Christopher Robin’s claims occurs. Despite the impossibility in the claims he 
makes, it allows an insight into the way Christopher Robin sees and thinks about the world. While 
the words themselves may hold no logical meaning or construction, it is merely words Christopher 
Robin uses to express certain actions. Thus: firstly, they are going somewhere but they are not 
following a certain path or direction with the sense of a set final place or destination - hence 
‘nowhere’; secondly, doing nothing is just what he calls hanging out and being free of responsibili-
ties; and thirdly, listening to things that cannot be heard could be Christopher Robin’s way of 
expressing not really listening for something in particular. 
The theme of Christopher Robin leaving the forest presents another paradox. Throughout the 
whole text it is mentioned several times that he is leaving the forest and the story arch of the 
chapter builds up to his departure. However he never actually leaves the forest and the narrator 
even tells in the end that he and Pooh “[...] will always be playing” (Milne 180) in the enchanted 
place. This could hint to the interpretation that the enchanted place is the imaginary place of the 
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forest that Christopher Robin is going to keep and take with him, therefore never really leaving the 
forest behind. 
The paradoxes in the chapter then present both paradoxes of circumstantial, action based, and 
verbal character. These paradoxes reveal not only contradictory statements and presents questions 
regarding the logical meaning of words and sentences, but they also reveal aspects of the charac-
ters’ personality and thoughts. 
 
4.2.5 Theme 
From the various aspects that have been investigated in the chapter, it can be determined that 
while the text also deals with themes such as friendship, letting go, and imagination, the overall 
theme of the chapter centres around the fact that Christopher Robin is going away. This theme 
focuses on the delicate matter of growing up and leaving childhood and all its elements behind. 
The whole story is created around the fact that Christopher Robin is leaving and everything that 
happens is due to this fact. If Christopher Robin was not going away the story arc would have 
developed differently: Rabbit would never have called for a meeting and the animals would never 
have gone to say goodbye to Christopher Robin; Pooh and Christopher Robin would never have 
gone to the enchanted place and had the talk about things outside the forest; Christopher Robin 
would never have made Pooh promise to never forget him, and so forth. 
Christopher Robin’s leaving is caused by the fact that he is growing up and while his childhood has 
been spent in the Hundred Acre Wood he cannot stay any longer because the forest belongs to 
part of his childhood that he has to let go off. Him leaving symbolises change to the forest and the 
animals in it, and it can be questioned whether the forest will cease existing when Christopher 
Robin leaves or not. On the one hand the forest can be seen as an imaginary world that he is going 
to let go when he completely grows up. However, until that point - or even forever - he intends to 
keep a part of it, which is manifested in the Galleons Lap. On the other hand it can be seen that the 
forest and the animals will keep existing even when Christopher Robin is not around. Evidence of 
this can be seen at the start of the text where the animals act independently of Christopher Robin, 
when they gather for their ‘rissolution’. If this is the case, then even if he leaves the forest the 
animals and Pooh will continue to live their lives without him being around. 
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Because he is growing up he has to let go of certain aspects of his childhood. However, with a close 
reading of the text it could be argued that there is evidence that Christopher Robin rather than 
letting it go naturally he is being forced to leave his animals and the forest because he will not have 
time to come there anymore. This can been seen in the conversation between Pooh and Christo-
pher Robin near the end, where he explains he is not able to do ‘nothing’ anymore by saying: 
“"They don’t let you."” (Milne 178), which could be understood as an external force making Chris-
topher Robin leave the forest. 
While Christopher Robin is leaving the forest his friendship with Pooh remains and is carried over 
into the next part of his life. He lets go of the other animals in the forest and says a form of good-
bye to them. Christopher Robin is not ready to say goodbye to Pooh yet, therefore he keeps the 
enchanted place so he can keep his friendship with Pooh. 
The formal elements come together in order to create themes and meanings within the text. This 
combination of elements creates a sense of organic unity and flow throughout the text. While 
some aspects of the text are not resolved, such as where and why Christopher Robin is going away, 
the elements do harmonise together around the themes of friendship and growing up. 
 
5.0 Discussion 
In this chapter we intend to discuss the usefulness of the theory and methods of Stylistics and New 
Criticism and compare the textual understanding and meaning derived from the two different 
analyses. Furthermore we will discuss the compatibility of the approaches as well as their limita-
tions in regards to understanding the text. In addition we will reflect on the two approaches and 
the analyses using Child Orientated Criticism in order to see beyond the text and consider the mind 
and meaning-making of the reader. 
The stylistic analysis provided us with information about the style of the text, where looking that 
close to the text and style of language can give a large sum of information that one might not have 
gained using a different theoretical method. By applying the Stylistics on the text we have deter-
mined the role the narrator plays in the autonomy relationship between the text and the charac-
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ters. We have also gained a better understanding of the language used in the text and noted the 
change in narration that occurs in the last paragraph. Also, by detecting the grammatical patterns 
in the text we could determine stylistic functions and discuss semantic topics. Furthermore, the 
findings of our grammatical analysis can also be used to justify the genre of the chapter. However, 
grammar as a general way of analysing language was not exclusively present when we were focus-
ing on grammatical patterns specifically, but also when we were investigating other aspects of 
Stylistics theory. 
Milne’s use of nonstandard expressions and verb-to-noun creations can be cause of confusion at 
times, and yet he perfectly manages to grasp the essence of meaning of that particular word or 
action. This can be seen especially in the text when Pooh follows Christopher Robin and wonders 
“[...] if it was to be an Explore or a What-shall-I-do-about-you-know-what” (Milne 171) where Milne 
could have used the more standard ‘adventure’ instead of ‘Explore’ and ‘discussing problems’ 
instead of ‘What-shall-I-do-about-you-know-what’. However, in this way he gives Pooh his own way 
of saying these things and, in addition to making the sentence much more interesting, it character-
ises the style of writing and peculiar naming of both things, places, and characters. In his rather 
unusual naming of characters, Milne succeeds in either describing what or who they are, giving the 
reader suggestive ideas on how to imagine them. Some characters have simply been named the 
kind of animal they are (the rabbit is called Rabbit, the owl Owl, the kangaroo and its child Kanga 
and Roo etc.), some have been named something that characterises them, for example “[...] 
Smallest-of-all [...] and Late and Early [...]” (Milne 162), while a character such as Eeyore is named 
after the characteristic sound donkeys make. On the other hand, Christopher Robin and Pooh have 
names that do not really indicate what or who they are - they could have been called Boy and Bear 
- however, the fact that Milne has chosen to name the other characters in this way could make it 
easier for children to imagine what they look like or what attributes they have without the need for 
excessive character description in the text. 
At the end, exclusive reading of the story gave us an idea of the plot; however, it made itself clearer 
only after we applied both theories onto it. While using the New Criticism analytic method we did 
also look closely at the text but in addition to the Stylistics we were able to interpret the plot as 
well, which allowed us to move above the text and gather information of the meaning behind the 
words. These meanings were available for us to investigate due to the areas of New Criticism we 
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examined, that being the importance of Galleons Lap, the paradoxes that occur, and what they 
mean, considering the fact that we are dealing with a children’s book, the symbolism of growing 
up, and the theme of Christopher Robin leaving creates tension and shapes the whole story line. 
New Criticism does provide valuable information through the close reading about the plot of the 
text, however, it does not allow any investigation of the cultural and historical circumstances in 
which the text was written. Had we investigated the text using a different theoretical approach that 
allowed us to do so, we could have explored the conditions surrounding the text and thus probably 
discovered other aspects of the story. If we had looked at the time period and society that Milne 
was experiencing when writing the text, we could, for example, have found that one possible 
reason why Christopher Robin is leaving is that he is going off to boarding school. As the biograph-
ical background of the author was another factor we had to ignore while analysing the text, we 
could not look at the important detail that Christopher Robin’s character might be based on Milne’s 
own son, Christopher Robin Milne, which might have given us some important insight into the 
character of Christopher Robin or the inspirations and reasons for Milne to write the stories in the 
first place.  All in all, as the ways of conducting analyses are unlimited, the conclusions regarding 
the messages of a text are limitless as well; therefore, it is challenging to name what an ultimate 
approach of analysis could be. We do believe, however, that in order to fully understand what a 
text is and what it tries to communicate one shall take into account as many perspectives as 
possible. 
Through the attitude of Children Orientated Criticism we can look at the analyses derived through 
the theoretical approaches and focus on the text as it would be perceived by a child. Some of the 
lesson children might learn from this chapter are the importance of friendship and letting go. If the 
child is capable of identifying with the characters or draw parallels from the story to their own life, 
the theme of letting go in the story can be a useful learning experience in the sense that it is not 
important exactly why Christopher Robin is going but more important that he is. The reasons 
behind growing up cannot necessarily be explained, but can instead be seen as a natural develop-
ment for both the child and its surroundings - something that just happens because it does. On the 
other hand the experience of Christopher Robin and the fact that he “[...] and his Bear will always 
be playing” (Milne 180), can be a reassuring illustration that while it is possible to let go of certain 
aspects of childhood, the ability to access Childness will stay with you. The fact that Milne is in-
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spired by his own son and his childish play can through Children Orientated Criticism be seen as a 
way for Milne to establish a platform for presenting both his ideas of childhood and exactly what it 
means to be a child. It also allows him to create more or less real scenarios of childhood issues and 
their solutions as he is putting the worries or thoughts of the child into words and thus telling the 
child that growing up might not be all fun and games and it is okay not to understand and know 
everything. The importance of friendship is also highlighted in the last chapter of the book as seen 
in the last scene with Christopher Robin and Pooh; furthermore it brings up the idea that certain 
friendships can last forever as seen when Christopher Robin ask pooh “"[...] promise you won’t 
forget about me, ever. Not even when I’m a hundred."” (Milne 179). Milne’s writings can then not 
only be used for entertainment but also allow for life-lessons to be presented in a light hearted 
way. 
Due to the complexity and ambiguity of the language in the text, it can be argued that while it is a 
children’s book, it was not meant to be read by children but rather to be read out loud to the child. 
Furthermore the humour in the text and especially the comical comments found in Eeyore’s poem 
as well as the irony concerning Eeyore’s modesty might confuse a child when reading it alone. On 
the other hand, the interpretation that the adult reader would make of the text while reading it 
aloud, could therefore lead to a more humorous representation of Eeyore’s thoughtful comments 
in the parentheses and emphasise his quizzically modest response to Pooh’s admiration. The 
capitalisation that Milne uses throughout the text can be another indicator that it is meant to be 
read out loud, as the capitalisation allows the adult reader to know when to emphasise certain 
words or phrases. In that sense the text is helping the adult reader bring the story to life. If this was 
truly the intention of Milne, then he deliberately created a text that was meant to be shared 
between the adult and child and thus a way for them to experience their Childness together. 
Only analysing a text using one theoretical approach deepens only the one kind of understanding 
that perspective supports. Accordingly, taking one view point in an analysis limits the understand-
ing of the meaning and the concept of the text. For instance, both Stylistics analysis and New 
Criticism look at a text as a complete unit, independent from the circumstances in which it was 
written. Especially with the approach of New Criticism, analysers are not aiming to determine what 
the author meant by his words, but to explore what the words mean within the close context of the 
text. On the other hand, when conducting stylistic analysis the analyser continuously refers to the 
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author’s conscious choices, behind which several reasons can operate. The attitude of Children 
Orientated Criticism did, however, allow us to look at children as the receivers of the story and 
reflect on its influential meanings as well as quality of catering to that specific audience. The 
complete perspectives on the text then allowed us to investigate language, themes, and plot, as 
well as consider the reader’s ability to make meaning of the text. 
 
6.0 Conclusion 
In this project we set out to investigate Milne’s last chapter of The House At Pooh Corner through 
the application of Stylistics and New Criticism. The combination of the two methods of analysis 
allowed us to look at the style of language that is used as well as the themes and plot line present-
ed in the text. The two theoretical approaches seemed to complete rather than contradict each 
other in the overall meaning-making process, as they do not differ in their chief preferences in 
general - conducting a close examination or reading of a text. In a pragmatic sense, we feel that 
they did not create any complications; however, theoretically they created different roles for the 
author as explained above in our discussion.  
Through analysis and interpretation of the chapter using the two theoretical approaches, an 
understanding of the themes and patterns of language in the text could be derived. Recognising the 
style of language Milne uses in his writing helped creating a sense of comprehension of the particu-
lar way Milne describes situations, dialogue, and characters in the chapter. Through the stylistic 
analysis it was apparent that the way Milne uses the elements of capitalisation, grammar, narrative 
perspective, and tenses in both consistent and irregular manners constructs the foundation for the 
story and the understanding that the complexity of the text shapes the manner and development 
of the storytelling. Due to Stylistics analysis, some things that were noticed and identified on the 
first place merely as use of childish language (words such as ‘rissolution’ and ‘Explore’) or as 
seemingly random use of capitalisation were recognised to be much more than just seemingly 
childish or random motifs of the text. Instead, they were tools for Milne to construct and shape the 
text and narration as well as to create a particular platform for the text through which it can be 
mediated. These Stylistics findings led us to be in favour of the particular mediation manner of 
reading out loud over the manner of reading alone by the child himself. This preference is support-
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ed by the idea that in order for the story to be told in a specific manner, the reading should make 
use of and emphasise the above mentioned stylistic elements of the text. Despite the fact that the 
results of our stylistic analysis clearly inclined to support the first manner, we wish not to conclude 
anything particular regarding an ultimate way of mediating the chapter, as there are numerous 
other factors to be considered before arriving to an overall conclusion regarding this question.      
Using New Criticisms brought forth the hidden complexities in the text by closely looking at the 
paradoxes, irony, tensions, and the other formal elements. These complexities are harmonized by 
their shared impact and construction of the themes of growing up, friendship, and letting go.  This 
creates a strong sense of organic unity in the text because all the parts of the text are working 
together in unison. By applying this analysis to the text we have found that there is humour in the 
ironic statements Eeyore makes regarding his poem, and that strong images and symbols are 
created around the enchanted place. The primary tension of the text is developed by the fact that 
Christopher Robin is leaving the forest but where or why he is going remains unresolved due to 
Pooh not comprehending this situation, and lastly the paradoxes illustrates the contradicting 
statements; it questions the logical meanings and sentence and reveals more about the characters 
and their thoughts. 
Finally, in combination the two approaches and the attitude of Children Orientated Criticism lend 
themselves to the text as mediums for understanding and drawing meaning from it. They show that 
the meaning of the text is not created solely through the language or plot, but that both are vital in 
the greater understanding of the text and its purpose of use. With the chapter Milne has created 
not only the final and concluding part to his famous stories but also a platform for a shared experi-
ence of Childness and enjoyable read for adults and children. 
 
7.0 Perspectives 
In our last section, we will consider the limitations of this project and look into hypothetical further 
research of this study.  Further investigation could consist of examining the chapter from The 
House At Pooh Corner from different perspectives and including several different theoretical 
approaches as limitations of our chosen methods also occurred throughout our project. New 
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Criticism seemed to be an older theory which has lost its prominence and has been eclipsed by 
newer theories such as Queer, Feminist and Post-Structuralism. This approach also holds limita-
tions in its principles, as it does not allow the researcher to include several outside factors in the 
analysis, as the time period and life of the author, which might have had a great influence on our 
interpretation of the story. We have also only examined a few subcategories within the field of 
Stylistics, something that could have been expanded to a broader study of language. Furthermore 
other literary theories, such as Feminist, Formalism, or Structuralism, could have been used in 
addition to New Criticism in the examination of the text. 
An investigation of the illustrations by Ernest H. Shepard could also have been conducted. While we 
are aware of their cultural significance and following, we decided to focus on the text and writing 
style of Milne. The illustrations could have been explored in both their own right and artistic 
elements as well as in relation to the text. 
The examination could furthermore have been expanded to an exploration of the entire book, as 
well as the exploration of the first book, Winnie-the-Pooh (1926), and the 2009 book Return to the 
Hundred Acre Wood by David Benedictus. This could have given us the opportunity to look closely 
at the development of the characters, the storyline, and progression in the language that has been 
used in all books. Examination of the books could have been useful in case of studying the devel-
opment in the dialogues and the language as well as in the comparison of additional poems includ-
ed in the volumes. Regarding the newest Winnie-the-Pooh book, an interesting study could have 
been made regarding the language and style in comparison to the two first books, as it was not 
written by Milne, but featured a new author/illustrator combination. 
Lastly, we could expand the investigation include other pieces of children’s literature and compare 
the findings to the ones of this project. This could include several perspectives of looking at similar-
ities and differences in children’s literature from a certain time or investigating the development of 
children’s literature over time. Originally we talked about looking at literary works such as Alice’s 
Adventure in Wonderland (1865) by Lewis Carroll, The Tale of Peter Rabbit (1904) by Beatrix Potter, 
and The Fantastic Mr Fox (1970) by Roald Dahl. However, we decided on only exploring the writings 
of Milne because we wanted to discover a text through the application of different methods 
instead of comparing elements of different literary works. 
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